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Abstract 
This thesis seeks to offer new ways of approaching Anna Jameson's travel narrative 
Winter Studies and Summer Rambles in Canada (1838). Countering the tendency to 
simply align Jameson with Romantic idealism, this thesis examines the ways in which 
she challenges idyllic representations of human-nature interactions proposed by "green 
poets" like Wordsworth while re-evaluating the sexual division of natural aesthetics in 
Romantic discourse. Critiquing anthropocentric and androcentric ideologies, Jameson 
attempts to find a rational and philosophical way to appreciate the natural environment 
and humanity's place within it, resulting in a feminist ethic of care for humans and 
nonhuman beings alike and an innovative hybrid of the sublime and beautiful. As a 
complex, dialectical thinker, Jameson responds to Enlightenment and Romantic concepts 
while also anticipating the modern ecological critique of Romantic idealism and the 
concerns of ecofeminism. 
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Introduction: Green Romanticism and Anna Jameson's Travel Narrative 
Tree at my window, window tree, 
My sash is lowered when night comes on; 
But let there never be curtain drawn 
Between you and me. 
(Robert Frost, "Tree at My Window" 1-4) 
Succinctly stated, ecocriticism is "the study of the relationship between literature and the 
physical environment"; it "takes an earth-centred approach to literary studies" (Glotfelty 
xviii). Ecocritics explore how the natural world is represented in poetry, prose, fiction, 
and non-fiction. More importantly, the ecocritical scholar examines the ways in which 
cultural depictions of nature both reflect and contribute to political and societal attitudes 
toward the non-human world. There are numerous branches of ecocriticism; it is a large 
and expanding field encouraging questions as diverse as "How do our metaphors of the 
land influence the way we treat it?" and "How has the concept of wilderness changed 
over time?" (Glotfelty xix). However, there is a commonality between all facets of 
analysis in the discipline: "All ecological criticism shares the fundamental premise that 
human culture is connected to the physical world, affecting it and affected by it" (Ibid.). 
The willingness to recognize this interconnectedness results in the repetition of two 
intertwined themes identifiable in most ecocritical writing: "nature has been unjustly 
dominated and must be liberated" and "this domination stems from an alienated, 
pathological 'anthropocentric' ideology that must be cured by reconnecting human 
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culture with nature" (Smith 31). In other words, the now globalized Western tendency to 
think hierarchically and to privilege humans over nature results in an immoderate 
exploitation of nature leading to environmental crisis. Glen A. Love agrees with this 
reasoning as he suggests that "the current ideology which separates human beings from 
their environments is demonstrably and dangerously reductionist" (237). For the 
purposes of this thesis, I will focus on the representation of human-nature interactions 
and concepts of conservationism in William Wordsworth's Lyrical Ballads (1798), 
examining in particular the influence of Wordsworthian idealism on Anna Jameson's 
interactions with the environment of Upper Canada in Winter Studies and Summer 
Rambles in Canada (1838). Comparing representations of nature in the writings of the 
two authors includes a discussion of Jameson's feminist re-evaluation of Romantic 
idealism. 
Ecocritical studies typically investigate the writings of male Romantic poets such 
as Samuel Taylor Coleridge, John Keats, and William Wordsworth and identify their 
poetic creations, often termed "green poetry," with a concern for the appreciation and 
conservation of the natural environment. Romantic verse creates a vision of nature that is 
both nostalgic and holistic. Seeking a relationship with nature that exemplifies mutual 
exchange, many of the speakers in the poems value natural scenes unchanged by 
industrial expansion. Although some environmental theorists argue that "the similarity 
between Wordsworth's view of nature and a modern ecological sensibility can be 
overstated" (Hay 7), many modern-day literary scholars have suggested that the 
Romantics, especially Wordsworth, were "the first ecologists" in that they formulated an 
anti-capitalist, holistic vision that idealizes a cooperative relationship between humans 
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and nature (Bate, Romantic Ecology 57). A case in point is exhibited in Green Writing: 
Romanticism and Ecology (2000) where author James C. McKusick claims that "the 
English Romantics were the first full-fledged ecological writers in the Western literary 
tradition" (19). McKusick asserts that not only was Wordsworth one of the "founders of 
English Romanticism" (5), but that he also had a "vital influence" on, and "contributed to 
the fundamental ideas and core values of the modern environmental movement" (11). 
Critics like McKusick honour Wordsworth as an influential writer in terms of both 
Romanticism and present-day environmentalism. 
In Romantic Ecology: Wordsworth and the Environmental Tradition (1991), 
Jonathan Bate investigates Wordsworth's preoccupation with nature. Bate argues that 
Wordsworth's interest in the non-human world focuses on the importance of place and 
environment in human development and the centrality of the quest for "a harmonious 
relationship with nature" (19). Bate points out in another of his works entitled The Song 
of the Earth (2000) that, in the preface to Lyrical Ballads, Wordsworth proposes that 
"when we commune with ['the beautiful and permanent forms of nature'] we live with a 
peculiar intensity, and conversely that our lives are diminished when technology and 
industrialization alienate us from those forms" (245). The proposition seems to be that, 
as a poet, Wordsworth imagines that it is possible to be intimately influenced by our 
environment in a positively intense fashion. In contradiction, the hardships of city life 
have a diminishing, alienating impact on us. Another ecocritic, Karl Kroeber, author of 
Ecological Literary Criticism: Romantic Imagining and the Biology of Mind (1994), 
discusses the Romantic claim to an unmediated relationship with nature and the 
connection between Romanticism and modern ecology. Kroeber, who views the 
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Romantics as "proto-ecological thinkers," argues that in Romantic poetry, nature 
becomes a means to heightened imaginative capacity, sensory experience, and intellectual 
activity, but it is somewhat detached from culture and the regulations of human society. 
Therefore, the elevation of the mind relies on the hope that one can overcome cultural 
and physical limitations. In actuality, the possibility of detaching oneself from culture is 
a highly contested Romantic ideal. 
The connection to nature and the associated environmental ethics that 
Wordsworth endorses are the topics of Chapter One. I discuss how Wordsworth seems to 
oppose many of the methods of science while nevertheless endorsing the primacy of 
direct experience that was a hallmark of Enlightenment empiricism. By focusing on a 
few selections from The Lyrical Ballads, I illuminate Wordsworth's attempt to attain and 
advocate a life that is in harmony with nature and consider his seeming disgust at 
capitalist ventures responsible for environmental degradation. As I examine numerous 
key passages and the contexts of their production, I suggest that, although Wordsworth 
formulated the concept of a direct relationship between human and environment, he 
seems uncomfortable with the idea, and he even questions its validity and applicability. 
His poetry exposes tensions between the ideal of solitude and the need for sociality. 
Close readings of specific passages reveal the impossibility of completely separating 
oneself from society and culture. Challenging its own presumptions, Wordsworth's 
poetry is evidently complex as it presents more than a simple idealistic representation of 
human interactions with nature. 
In the second portion of Chapter One, following my discussion of Wordsworthian 
idealism, I extend the discussion of the Romantic concern for nature and the argument 
that humans can interact with their natural environment in a cooperative and harmonious 
way to the writings of Anna Jameson. I focus explicitly on her travel narrative Winter 
Studies and Summer Rambles in Canada. Investigating Jameson's inclusion in, and her 
challenges to, Romantic idealism, this section re-evaluates the connection between male 
Romantic poets and modern environmental concerns to include female travel writing. 
Influenced by Romantic male figures, Jameson writes about positive reactions to sublime 
and beautiful aspects of the Upper Canadian environment, and she critiques capitalism 
and Eurocentric hierarchies. 
Starting early in her childhood, Jameson was intelligent and aware of her 
surroundings. Born Anna Murphy in 1794 in Dublin, Ireland, she was the eldest of five 
daughters. The Murphy family moved to England four years after Anna's birth. 
Throughout her childhood, she was emotionally close to her father, Denis Murphy, a 
professional artist. Partly because of this remarkable closeness between father and 
daughter, Anna developed many stereotypically masculine characteristics — strong 
motivation, initiative, determination, objectivity, and physical courage — that would be 
central to her success as a female author within a patriarchal society (Fowler 140). In 
addition to her emotional and physical strengths, Jameson was resolute and intellectual, 
developing a reputation among friends, family, and her readers as an extremely well-read 
woman. Balancing her devotion to rationality, Jameson was a dreamer and an admirer of 
Romantic poetry and imaginative creativity. Her childhood and youth were years of vast 
enjoyment and learning, but she became unhappy during her five years of courtship with 
Robert Sympson Jameson, a young, talented lawyer from the Lake District. Although the 
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relationship was characterized by tension and unhappiness, in 1825, Anna Jameson 
married Robert to avoid a less favourable lifetime employed as a governess. 
In 1833, Robert Jameson emigrated to Toronto, Upper Canada, where he had been 
appointed Attorney-General for the British colony and where he remained for the rest of 
his life. After receiving a letter from Robert requesting her presence in Canada, Anna 
Jameson hesitantly started the journey to Toronto aboard the ship Ontario in October, 
1836. It is important to note that as the upper-class European wife of the Attorney-
General, Jameson may be identified as a prominent colonial presence in Canada. Indeed, 
as I will briefly discuss in the chapters of this thesis, she comes to Canada with imperial 
expectations regarding the landscape of Upper Canada and the Aboriginal people who 
lived there. However, her passage to Upper Canada seems less motivated by colonial 
politics and more encouraged by a feeling of duty to her husband, on the one hand, and a 
hope that she and Robert could reach some kind of final separation agreement, on the 
other (Fowler 146). As she writes in the preface to her text, she "abstained generally 
from politics and [political] personalities" in the publication of her travel notes (Jameson 
10). Reunited with Robert in Canada, Anna realized that they remained emotionally 
disconnected, and any hopes of salvaging the marriage that she may have held were lost. 
Before Anna left Canada in September, 1837, she and Robert, still without any children, 
came to an agreement to live separately and independently of each other. Anna Jameson 
lived the rest of her life, up to her death in March, 1860, as an independent, traveling 
woman without a husband or children at her side. Accompanied only by servants, 
friends, and her books, especially those written by Goethe and Wordsworth, Jameson had 
ample time to write and reflect on the social and natural world around her. 
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Many aspects of Jameson's Winter Studies and Summer Rambles, written about 
her eleven months in Upper Canada for a European readership, seem to be in tune with 
Wordsworth and the advances made during the Romantic period concerning animal rights 
and environmental conservation. As a woman, however, she somewhat separates herself 
from the critique of Western modes of thought that privilege Western populations over 
the concerns of non-Western cultures and the natural environment. Rather than 
suggesting that nature's worth lies in its capacity to motivate human imagination, poetic 
creation, and emotion, Jameson demonstrates a level of involvement with the natural 
environment that seems to be concerned with more than personal affect. She seems to 
recognize the value of nature, external to human culture, and appreciate environments for 
their independent beauty. Her novel approach to ecological concern is arguably due to 
her identity as a female writer. Winter Studies and Summer Rambles anticipates the 
feminine ethic of care endorsed by modern ecofeminists. This feminist approach to the 
interactions between humans and nature, the topic of Chapter Two, informs Jameson's 
discussion of animals, plants, and landscape conservation. Jameson's feminist approach 
also affects her re-configuration of aesthetic categories that I investigate in Chapter 
Three. 
In Chapter Two, I examine the ways in which Jameson advocates an ethic of care 
for all living things that includes an epistemological consideration of plant and animal 
rights while philosophically anthropomorphizing both flora and fauna. Although the 
inclusion of conventions used in Romantic poetry, such as endowing non-human entities 
with qualities normally reserved for humans, suggests collusion with Romanticism, 
Jameson's use of literary techniques differs from that of Wordsworth and other writers. 
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For instance, she moves beyond the tendency to use animals in literature as "symbolic 
devices signifying the poets themselves" (Oerlemans 71), and she presents them as 
personified beings each deserving of some degree of independent consideration. Rather 
than focusing on herself through the personification of nature, Jameson extends human 
characteristics to natural objects in a proto-ecocritical attempt to redefine "what is 
significant on earth [and] to outgrow [the Western] notion that human beings are so 
special that the earth exists for our comfort and disposal alone" (Love 229). She is 
interested in the exclusion of non-human creatures from the realm of feeling and uses 
anthropomorphizing conventions to challenge this exclusion. A personal level of concern 
for other beings, also found in modern ecocritical and ecofeminist theory, links 
Jameson's concern for women, animals, plants, and landscapes. 
Jameson's feminist perspective has been explored by writers such as Bina 
Friewald in her essay '"Femininely Speaking': Anna Jameson's Winter Studies and 
Summer Rambles" (1986) and Helen M. Buss in her paper "Anna Jameson's Winter 
Studies and Summer Rambles in Canada as Epistolary Dijournal" (1992). These two 
critics have investigated how Jameson's use of autobiographical form facilitates her self-
representation as a courageous and accomplished woman challenging patriarchal culture. 
Although these studies have taught us much about Jameson's position as an early 
feminist thinker, her ecofeminist ethic of care and feminized level of concern for the non-
human world have yet to be studied. 
Throughout her text, Jameson presents herself as a feminized figure in contrast to 
Upper Canada's male settlers, capitalists, and farmers. Although she uses the 
traditionally masculine tools of rationality and reason, she maintains her position as a 
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caring woman. She often aligns herself with animals and plants on account of her 
feminine sympathy. The male Romantic poets seem to embrace traditionally feminine 
characteristics of overwhelming feeling and emotion, but they integrate these emotive 
aspects into their male-centred poetry focusing on the lone male wanderer who is 
intellectual and independent. Jameson contrarily recognizes her connection to nature as 
feminine at times when she invokes motherhood and female intuition in expressing her 
sympathy for non-human creatures. Jameson strives to gain knowledge about the 
nonhuman world in a way that enables her to appreciate its uniqueness and care for it. As 
an integral part of her authorial voice, the compassionate aspect of Jameson's character 
should be investigated. 
Like her feminism, Jameson's engagement with Romantic aesthetics and poetic 
conventions has been explored by a few modern scholars. Her "romantic imagination" 
(Fowler 141) has been critiqued as a "narrow" frame of reference that makes her 
"incapable of recognizing anything really new" (Glickman 19). In her essay '"Here is the 
picture as well as I can paint it': Anna Jameson's Illustrations for Winter Studies and 
Summer Rambles in Canada," Canadian literature scholar Wendy Roy contends that not 
only is Jameson influenced by her artistic Romantic expectations, but that she is afflicted 
to such a degree she is unable to enjoy a scene unless she can "describe it as a Romantic 
landscape" (99). In my view, this statement is incomplete; for as I argue in Chapter 
Three, Jameson attains an understanding of the uniqueness of her Canadian surroundings, 
and she subsequently re-evaluates her expectations and aesthetic categories. In this way, 
my reasoning is more in line with Helen M. Buss's view that Jameson is "active" and 
"confident" as a traveller and an observer (47), forming and maintaining a "bond" with 
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nature that "mingles observation [and] study" (51) rather than exclusively relying on 
either. 
Because she is a complex writer, Jameson represents life on the Canadian frontier 
as seen through the eyes of an English gentlewoman with an education heavily influenced 
by the writings of Wordsworth, Coleridge and Southey (Fowler 143), and she also 
confronts the Romantic status quo, at times rejecting it, while foreshadowing modern 
concepts included in ecocriticism and ecofeminism. Winter Studies and Summer 
Rambles is more than a mere commentary on life in pre-Confederation Canada. Jameson 
"stations" or locates herself around "Europe's peripheries," including the Americas, to 
enable a rational engagement with ideological "shifts in relations between Europe and 
other parts of the world" (Pratt 138). The act of shifting is composed of two parts: the 
physical displacement to a foreign environment and the re-assessment of familiar literary 
and theoretical frameworks. Jameson tries to apply Romantic concepts of human-nature 
interactions and "the language of landscape aesthetics" (Roy, Maps 29) to her 
representations of Upper Canada's environment, but she realizes that Romantic ideals are 
not necessarily practicable and alters them to suit her experiences. 
The connection between Romantic ideals about nature and Jameson's 
representations of Canada has been perceived and even overstated, but her re-evaluations 
of Wordsworthian idealism have been overlooked. Her inclusion of non-human creatures 
and landscapes in her ethic of care, for instance, is an integral part of her travel text and 
her identity as a female writer. Not only does Jameson display her feminine concern for 
nature, but she rationally and philosophically questions European ignorance about the 
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nonhuman world. These aspects of Jameson's writing have yet to be thoroughly explored 
in literary scholarship. 
It is at the times when Jameson challenges Romantic idealism and considers the 
tensions that exist between ideals regarding solitude, conservationism, moral 
vegetarianism, and the realistic needs for survival and sociality that she charts her own 
path to understanding. When she realizes the inconsistencies of Romanticism as applied 
to diverse settings, Jameson explores alternate approaches and frameworks. This re-
evaluation of theoretical conventions, especially aesthetic categories formulated by 
Immanuel Kant and Edmund Burke, is the topic of Chapter Three. Jameson's re-
evaluation of aesthetics is instigated by a disappointing encounter with Niagara Falls, at 
which time her Romantic expectations are dismantled. Jameson's disillusionment as she 
gazes down upon the cascades of the Falls seems to be caused by an inability to make 
every natural scene in Upper Canada conform to European prescriptions. When Jameson 
realizes that there is incommensurability between Romantic idealism and Canadian 
reality, she is distressed. However, her discomfort transforms into a resolute 
determination to interact appropriately with the Canadian wilderness. Feeling personally 
accountable for her disappointment, Jameson challenges and ultimately reconfigures the 
aesthetic division between the sublime and beautiful. 
Continuing the theme of personal concern as a motivating force to challenge 
Romantic conventions, I suggest in the third and final chapter of this thesis that Jameson 
is apprehensive about the gendered hierarchy that persists throughout Romantic 
aesthetics, particularly between the beautiful and the sublime. Jameson recognizes that 
whereas the beautiful is allied with stereotypically feminine virtues such as gentleness, 
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smallness, and weakness, the sublime is associated with traditionally masculine qualities 
of strength, power, and domination. Jameson responds to the philosophical hierarchy 
informing Romantic aesthetics and uses it as a representation of the oppression of women 
in European culture. The male desire for weakness in European women is paralleled with 
the necessity of fragility in beauty. In her critique of social constructions of what it 
supposedly means to be an admirable woman, Jameson formulates a counter-discourse 
regarding contemporary aesthetic treatises and sexual politics. Combating gendered 
biases, she endorses expressions of women and femininity that are active and spirited. 
Counteracting gender-based inequalities informing contemporary literary theory 
and social practice, Jameson creates a new aesthetic, combining the features of the 
masculinized sublime and the femininized beautiful. The new aesthetic overcomes the 
violence of masculinity and the submission of femininity, embracing co-existence 
between masculine and feminine and humans and nature as an alternative. This 
innovative aesthetic approach is an important aspect of Jameson's narrative, her position 
as a female writer within a patriarchal society, and her perspective as an early feminist 
thinker. An interest in the equality all living beings, human and nonhuman, provides the 
connection between her commentary on hierarchies between men and women and 
humans and nature. 
Correspondence between gender divisions and Romantic aesthetics has been 
studied and documented by numerous modern scholars such as Greg Garrard in his book 
Ecocriticism (2004), Terry Eagleton in his influential history of aesthetic theory entitled 
The Ideology of the Aesthetic (1990), and Linda M.G. Zerilli's feminist analysis of 
Burkean theory included in her text Signifying Woman: Culture and Chaos in Rousseau. 
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Burke, and Mill (1994). Scholars like Eagleton argue that the aesthetic treatises of Burke 
and Kant ultimately reinforce the supposed inferiority of feminine qualities by affirming 
the superiority of the masculine sublime. However, the analysis of gendered aesthetics 
has yet to be extended to a significant discussion of Jameson's travel narrative. 
Jameson's recognition of the connection between gendered aesthetics, gendered 
representations of nature, and the domination of women foreshadows concerns embraced 
within the modern ecofeminist movement. In her 1990 paper "Women, Humanity and 
Nature," environmental philosopher and feminist activist Val Plumwood suggests that the 
ideological "sphere associated with femininity and nature is accorded lower value than 
that associated with masculinity" (212). Jameson questions this inequality in her 
depictions of the social life of women in nineteenth-century England as well as the 
subordination of the feminine beautiful in representations of the non-human world. 
Anticipating Chris J. Cuomo's present-day suggestions in Feminism and Ecological 
Communities (1998), Jameson is responsive to "assumptions and assertions about who 
and what is valuable, and what aspects of life and reality are significant" (52). For 
Jameson, women, men, and nature are valuable, and gendered hierarchies are 
significantly harmful in theory and practice. 
Overall, I argue that Jameson is apprehensive about frameworks that privilege one 
group over another and systems that endorse mastery and domination. She expresses a 
genuine concern for other humans and nonhuman beings, and she is disturbed by 
mistreatment or oppression of both women and nature. Although it has yet to be 
considered in literary criticism, Jameson's focus on an ethic of care finds parallels in 
modern-day ecofeminism: 
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Ecological feminism rests on the claims that women and other Others are full 
moral agents, that oppression and its correlates ought to be eliminated, and that 
minimal moral consideration ought to be given to all living things and systems. 
Acceptance of these premises requires the revision of values, practices, 
ontologies, and institutions that deny women's full agency and the moral 
considerability of nonhuman life, and that promote domination and oppression. 
(Cuomo 63) 
Jameson uses her knowledge of gender relations and literary theory to challenge and 
revise accepted notions and systems of hierarchy. She advocates the abolition of 
ascendancy based on gender and species identification. Therefore, by responding to 
Enlightenment and Romantic conventions, on the one hand, while foreshadowing modern 
environmental and ecofeminist concerns, on the other, Jameson's travel narrative displays 
how a female perspective can link independent social and theoretical issues under the 
common themes of caring and ethical respect. 
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1 Wordsworthian Human-Nature Relations 
Nature and spirit are not to be understood as two separated static realms; rather 
they are the two intertwined stages and epochs of one single world development. 
(Friedrich von Schelling qtd. in Snow 96) 
Because Wordsworth argued for the existence of a harmonious relationship between 
humans and the ecological realm based in part on nature's ability to inspire a positive 
emotional and aesthetic response in humans, he has been depicted as a "a poet 
preoccupied with 'nature'" (Oerlemans 30). Living at the "dawn of the industrial era," 
Wordsworth and other Romantic poets such as Keats and Coleridge viewed "the green 
world of field and forest [as] a remote, mysterious, and magical place that existed in 
sharp disjunction from the smoke, crowded streets, and noisy machinery of London" 
(McKusick 1). Nature became a sort of haven, a place of rejuvenation away from the 
industrialization of city life. Consequently, "as the factory system proliferated and cities 
grew in size, as more laborers were drawn from rural areas, a nostalgic pastoral longing 
for nature became common" (Scheese 20). As Kevin Hutchings suggests in his recent 
article "Ecocriticism in British Romantic Studies," "it was during the Romantic era, 
which witnessed a sharp rise in urban populations and an increasingly industrialized 
economy, that environmental problems became more severe and noticeable, taking on a 
new sense of urgency" (175). A significant number of artists and writers responded to 
emerging environmental issues related to urban and industrial expansion, expressing 
concern regarding the ever-increasing consumption of natural resources such as forests; 
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"writers from Wordsworth to Thoreau made pleas for nature's preservation, and the 
tension between civilization and wilderness began to come to a head" (Scheese 20). 
Authors employed literature as a means to inform readers about environmental issues and 
to emphasize the importance of nature in the lives of human beings. The use of literary 
forms to address environmental issues aligns Romantics like Wordsworth with the 
concerns of ecocriticism in modern practice: "Ecocritical practice is generally motivated 
by a sense of political urgency associated with the desire to investigate and remedy 
current environmental problems" (Hutchings, "Ecocriticism" 174). 
Concerns regarding human destruction of wild landscapes led to what 
Wordsworth scholar John L. Mahoney outlines as the Romantics' "hostility to whatever, 
human or otherwise, turns man's attention away from the beauty and life-giving power of 
nature" (132). In addition to such feelings of hostility, authors expressed a sense of 
nostalgia for a more 'natural' time that preceded industrial expansion, and certain trends 
and themes emerged within English Romantic poetry and prose. Literary expressions 
that were present in some Romantic writings included a belief in the mental benefits that 
can be "obtained from an intimate communion with wild nature" (Bateson 177), an 
"active appreciation of natural beauty" based upon an "intimate cooperation between the 
human subject and the natural object" (182), an understanding that to fully appreciate the 
beauties of nature, humans must be solitary and separate themselves from city life and 
human society, and a need to interact with the environment on a deeply personal level. 
These themes are included in selections of poetry by Wordsworth, who considered 
himself a "worshipper of Nature" ("Tintern Abbey" 154), and also in the travel literature 
of Anna Jameson. 
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The Romantic concept of a concordant relationship between humans and the 
natural environment is in opposition to the classical scientific assumption that humans 
occupy a position of mastery over nature. Classical science placed the human subject in 
privileged opposition to the observable universe, including the Earthly environment 
(Hutchings, "Ecocriticism" 178). Enlightenment models separated humans from nature 
in a hierarchical binary arrangement placing humanity and nature in opposition to each 
other. As with most binary oppositions, one of the categories gains precedence over the 
other, and in this case, humans are considered superior to nature. Enlightenment figures 
like Sir Francis Bacon, a supporter of the bifurcated model, envisioned science as a 
means to validate the necessary "sovereignty, dominion, and mastery of man over nature" 
(Keller 34). The Romantics who challenged this model of human-nature relations were 
drawn to the possibility of an alternate contemporary configuration, the "holistic concept 
of nature's economy" which suggests that all things — including subjects and objects — 
are interconnected (Hutchings, "Ecocriticism" 178). 
Attracted to a more holistic framework, English Romantic nature poets attempted 
to challenge "the traditional Western notion that humans should exercise a hierarchical 
and narrowly anthropocentric 'dominion' over the entire non-human portion of creation" 
(Hutchings, Imagining Nature 3). Instead, humans must realize that the relation between 
nature and humans should be cooperative. The Romantic questioning of Enlightenment 
science's model of domination led to literary "negotiations" between the "individual, 
nature, and society" (Ferguson 125). Romantics advocated a new relationship, 
encouraging a human-nature interaction based on holism and respect. The division 
between the human subject and the natural object was exposed as a social construct 
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created by science and literature alike. If this hierarchical relationship between human 
and non-human is abolished, or at least challenged, the division between human and 
nature breaks down, and an intimate connection increasingly has the ability to form: 
"Mind and nature are linked to form one life, a life rich and full" (Mahoney 130). 
Although Wordsworth agreed with the empirical emphasis on experiencing the 
external world, including nature, in a direct way, he seemed to oppose the more 
destructive practices of Enlightenment science such as interference and dissection as 
ways to acquire knowledge; instead, humans should dwell within and respect nature. In 
"The Tables Turned" (1798), the poet instructs his reader, "Let Nature be your teacher" 
(16). Wordsworth writes against the scientist's tendency to "meddle" with and "dissect" 
nature, challenging the intellectual's narrow-minded focus on knowledge acquired from 
books rather than from personal experience: 
Books! 'tis a dull and endless strife: 
Come, hear the woodland linnet, 
How sweet his music! On my life, 
There's more of wisdom in it. 
Sweet is the lore which Nature brings; 
Our meddling intellect 
Mis-shapes the beauteous forms of things:— 
We murder to dissect. 
Enough of Science and of Art; 
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Close up those barren leaves; 
Come forth, and bring with you a heart 
That watches and receives. (9-12, 25-32) 
In these stanzas from "The Tables Turned," the speaker advocates that humans need to 
eschew the restrictions and formulas of scientific observation, "Art," and social education 
— aspects of "meddling intellect" — and experience nature first-hand in order to attain 
"more of wisdom." Although the poet denies all that is scientific in the above passage, it 
is important to remember that Wordsworth emphasizes the importance of first-hand 
experience, a form of empiricism. Empiricism is at the heart of the scientific method. 
Therefore, the critique of the sciences as "barren leaves" may be slightly melodramatic. 
However, in the poem, the "barren leaves" of art and science are contrasted to the rich 
and overflowing "music" of nature. As James C. McKusick suggests, this poem is 
"vehement" in its rejection of traditional, academic modes of knowledge (60). The value 
for Wordsworth lies in "passionate experience" (Beer 52) filled with engaging thought 
and imagination. The Wordsworthian position is that a profound communion with the 
external environment establishes an opportunity for humans to escape the mental 
restrictions of'civilization' and move beyond "the labyrinth of history [and] customs" 
(Kirwan 224) to the "sweet" "lore" of "Nature" which affects the human "heart." If the 
observer is ready and willing to "watch and receive," an understanding of the self and of 
one's connection to the ecological surroundings can hopefully be realized. The poet 
suggests that a clearer, less biased form of knowledge may be discovered in the absence 
of science, art, and in the tendency to "Mis-shape" the world in the name of human 
superiority. So, by rejecting socially constructed forms of knowledge, the observer can 
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attain an increasingly acute understanding of nature rather than being mired in the "dull 
and endless strife" of book learning. 
To further exemplify the poet's desire for humans to exist in a state of harmony 
with the natural realm, consider the following passage from "Expostulation and Reply" 
(1798), another of Wordsworth's contributions to Lyrical Ballads, where the respondent 
explains that being in tune with nature in a state of silence can be more informative than 
learning from books. The poet attempts to claim that wisdom originates in nature and not 
in the human realm: 
The eye—it cannot choose but see; 
We cannot bid the ear be still; 
Our bodies feel, where'er they be, 
Against or with our will. 
"Nor less I deem that there are Powers 
Which of themselves our minds impress; 
That we can feed this mind of ours 
In a wise passiveness. 
"—Then ask not wherefore, here, alone, 
Conversing as I may, 
I sit upon this old grey stone, 
And dream my time away. (17-24, 29-32) 
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The speaker acknowledges that the human subject cannot stop the physical senses from 
reacting to external stimuli. For example, "We cannot bid the ear be still." Free "will" is 
addressed as sometimes distinct from sensory experience; our perceptual organs react 
"against or with our will." To question "will" is to question human "mastery." This is a 
part of Wordsworth's critique of domination. Suggesting that there are active "Powers" 
in nature itself, the poet seems to propose that we cannot escape nature's influence any 
more than we can control our sensory perceptions. The term "wise passiveness" is an 
interesting construction, and a potential paradox, because wisdom implies action in that it 
is an active mental faculty. The reference to "passiveness," however, suggests that the 
poet wants to believe that nature has the ability to overcome human agency and act upon 
the subject. In addition, his reference to "Powers / Which of themselves our minds 
impress" uses an ambivalent grammatical structure urging an important question: do the 
external "Powers" associated with nature "themselves" actively impress our minds, or is 
it "our minds" that "impress" a concept of power onto the natural world? Is this another 
case of the poet anthropomorphizing nature to forge the illusion of an intimate 
relationship with the environment? Although the poet constructs nature as active, 
ambivalence is expressed through equivocal grammar, implying a level of uncertainty. 
Perhaps the poet is unsure that humans and nature can both be active. 
McKusick argues that Wordsworth's contributions to Lyrical Ballads, like the 
above passage, are not "nature poems" in the conventional sense of the genre because 
they do not provide "precise and detailed description of natural objects" (56). Instead, 
these poems demonstrate a richer interaction with nature where the human is influenced 
by the surroundings, and an intimate connection between human and nature apparently 
develops: "they evoke a dynamic world through the vivid sensory imagery of its 
beholding by an engaged participant. It is the poetry of unmediated experience, not of 
detached description" (McKusick 56). McKusick's claims regarding an "unmediated 
experience" with nature seem problematic when considered in conjunction with 
Wordsworth's poem "Expostulation and Reply." Arguably, Wordsworth uses ambiguous 
language because he is concerned about his possible anthropomorphic projections onto 
nature. The poet's experience of nature is mediated by an anthropomorphic discourse, an 
aspect of the very "Art" deemed to be part of humanity's "meddling intellect" in "The 
Tables Turned." In short, Wordsworth seems to wish he could access an "unmediated 
experience" of nature, all the while knowing that this is impossible. The ideal of an 
unmediated experience of one's surroundings is a common Romantic convention and 
encourages a dream of, or desire for, an absence of societal mediation that leads to 
opportunities "to commune with nature" (Kirwan 224) as an individual. However, as 
Wordsworth's poetry itself suggests, the Romantic ideal is extremely problematic. 
An aspect of the Romantic ideal is the importance of solitude along with the 
suggested possibility of completely separating oneself from societal paradigms and 
expectations. The idyllic state of solitude is depicted as enabling the poet to experience 
nature without human distractions; however, the poet is still human and is influenced by 
social belief systems and expectations (Pottle 16). Some Romantic writers claim that 
only in solitude can one be in touch with emotions and hear the gentle quietness of 
nature's 'voice.' As Morris Dickstein argues, "solitude is the ground for Wordsworth's 
initial imaginative links with nature" (325), and the concept of the solitary figure 
"belongs to an essential complex of ideas in Wordsworth that includes nature and the 
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authenticity of personal experience" (326). Seemingly presented in the 1804 poem "I 
wandered Lonely as a Cloud," written on the shore of Lake Ullswater, Grasmere, solitude 
for Wordsworth is the circumstance that enhances the human comradeship with nature 
and creates a sense of similarity between human and non-human entities: 
I wandered lonely as a cloud 
That floats on high o'er vales and hills 
When all at once I saw a crowd, 
A host, of golden daffodils; 
Beside the lake, beneath the trees, 
Fluttering and dancing in the breeze. 
A poet could not but be gay, 
In such a jocund company: 
I gazed—and gazed—but little thought 
What wealth the show to me had brought: 
For oft, when on my couch I lie 
In vacant or in pensive mood, 
They flash upon that inward eye 
Which is the bliss of solitude; 
And then my heart with pleasure fills, 
And dances with the daffodils. (1-6, 15-24) 
Wordsworth scholars like Morris Dickstein have interpreted this passage as more than a 
comment on "the bliss of solitude" and the recollections that occur after an experience is 
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over; instead, it is said to express "all the ways of being alone and being together" with 
nature (327). This passage, and the poem as a whole, explores the possibility of being 
"lonely as a cloud" without human fellowship but being together with the "jocund 
company" of nature. The establishment of a connection with the "golden daffodils" 
leaves the solitary poet with a sense of heartfelt "pleasure" long after the experience has 
ended. This idealistic, superficial reading of the poem ignores the contextual 
circumstances in which the poem was inspired and the internal complexities of the verse. 
Imagining himself as a cloud floating over the daffodils, the poet presents nature as 
something to be "gazed" at. Arguably, the establishment of distance between observer 
and object (nature in this case) may prevent genuine interaction and encourage an 
anthropocentric use of the natural environment for creative inspiration. From this 
perspective, the poem seems to be more of an aesthetic vista than an image of human 
involvement in a complex ecosystem including humans and nonhuman entities. In 
addition, it is extremely important to note that "I Wandered Lonely as a Cloud" is a 
response to a trip Wordsworth took in the company of his sister Dorothy (Noyes 105). 
Wordsworth has transformed what was actually a communal experience with his sister 
into a poem about the "bliss of solitude." This "bliss" becomes a Romantic fiction, 
perhaps even a constructed poetical deceit. Critics have proposed that Wordsworth often 
"erased" the influence of others in his poetry, especially that of his sister Dorothy, to 
create a certain image of himself as a lone, male wanderer in nature (Mellin 67), a figure 
that arguably has no historical referent. Perhaps Wordsworth is as uncomfortable with 
solitude as he is with the ideal of an unmediated relationship with the natural world. It 
seems as though many of the Romantic ideals are precisely that, impractical ideals. 
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The plausibility of a solitary, unmediated experience of the natural environment is 
a poetic ideal and can be problematized in pragmatic ways. The question arises, is it 
feasible to leave human society and not experience feelings of tension between the ideal 
of solitude in nature and the need for human interaction? As James Kirwan argues, "We 
wish nature to stand over the contingencies of time and place, or even the limitations of 
the human being, to be something that will redeem us from our limitations" (243). The 
limitations that Kirwan discusses include the need for human companionship and 
intellectual exchange. However, Kirwan concedes that "it is impossible to take 
Wordsworth's advice to shut up our books and turn to nature, for what we will find on the 
other side of this border between books and nature is that very self that we thought 
would, at this point, lie behind us" (243). Humans are products of their social 
environments as much as of their natural environments; it is impossible to separate the 
two, which are both integral parts of one's identity. Being human and therefore based in 
a world that has its foundations in social education and communal interaction makes it 
challenging and potentially impossible to completely deny the social realm and discover 
something "on the other side." And, as Kirwan suggests, perhaps what lies beyond the 
social expectations and restraints that Romantics try to overcome is the very self that one 
tries to escape. In other words, we are so much a product of our social environments that 
we are inseparable from them. Scholar Morris Dickstein also doubts the possibility for 
humans to leave society behind, even if only for a short time, to commune alone with 
nature and find the true inner self: 
Solitude — as in "emotion recollected in tranquility" — is the condition for 
Wordsworthian sincerity and self-exploration, yet it is also the condition he 
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devotes himself most to overcoming. This is the paradox: solitude enables man 
to commune with himself, to tap the springs of personal power, yet it also cuts 
him off from other men, who may be trapped in their own forms of isolation. 
(325) 
Although, as Kirwan and Dickstein discuss, there are tensions between the Romantic 
ideal of solitude and the human need for social interaction, it is still at times when the 
writer is a solitary wanderer that he or she imagines a connection with nature as a pre-
condition to constructive self-exploration. At times, the goal seems not to access an 
unmediated connection with nature but to connect with nature as a prelude to self-
examination. Suggesting that human fulfillment is generated through interactions with 
the natural environment, the Romantic philosophy of nature, as formulated by 
Wordsworth, was therefore a philosophy of the human self in which "being was built up 
and strengthened in communion with Nature" (Ang 7). 
Rather than enabling a disconnection from society, nature may inspire self-
examination and a development of the writer's creativity. For Wordsworth, respectful 
and informed human coexistence with the non-human realm leads to inspiration that 
comes not merely from observation of, but from emotional interaction with, nature; 
because of this emphasis on interaction, his poetry is regarded as "an evocation of lived 
experience, rather than a scientific description of the natural world" (McKusick 25). This 
intimate connection to the natural environment encourages creativity and imagination. At 
times, nature is transformed into a force that powers all life on earth including the internal 
life of the writer's mind. Thought and poetic creativity, then, become "responses to 
landscape" (Gaskell 69). To quote Wordsworth, 
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Poetry is the spontaneous overflow of powerful feelings: it takes its origin from 
emotion recollected in tranquility; the emotion is contemplated till, by a species of 
re-action, the tranquility gradually disappears, and an emotion, kindred to that 
which was before the subject of contemplation, is gradually produced, and does 
itself actually exist in the mind. (859) 
Examining this quotation from the Preface to Lyrical Ballads, Ronald Gaskell observes 
that "before such feelings overflow in poetry they are likely to be projected [...] on to 
landscape. This projection of feeling intensifies the mind's relationship with nature" 
(69). In considering Gaskell's claim, it is important to note that if one "projects" aspects 
of oneself onto the landscape through acts of anthropomorphism, for instance, as 
Wordsworth does, then one communes not simply with nature, but with oneself. Once 
again, there is a mediated relationship with the environment, influenced by poetic and 
artistic conventions and constructs. 
Many British writers took the Wordsworthian goal of directly observing and 
experiencing the natural world to heart and traveled in an attempt to close the gap 
between human and non-human beings. One such author was English gentlewoman 
Anna Jameson, who was profoundly influenced by her "familiarity with the eighteenth-
and nineteenth-century traditions of the sublime and picturesque" as outlined by authors 
such as Coleridge and Wordsworth (York 43). Endorsing cooperation between humans 
and the natural environment, Wordsworth's affective poetic naturalism influenced 
Jameson who brought his collected works from Britain to Upper Canada during an 
extended visit in the 1830s. Jameson states that Wordsworth's poems are of the utmost 
importance in helping to sustain her connection to her education and her European roots: 
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"I have only three books with me here, beside the one needful [i.e., Goethe's works], and 
find them sufficient for all purposes, — Shakespeare, Schiller, Wordsworth" (206). By 
acknowledging the profound affect that other writers have on her interactions with nature, 
Jameson highlights social and literary influences on an "unmediated relationship" with 
the natural world. Investigating this literary influence, Wendy Roy argues that 
"representations of travel are never value-free, since they are inflected by — and 
demonstrate — their creator's often complex subject positions" ("Here is the picture" 97). 
Jameson's subject position is a colonial one, that of a well-educated, upper-class woman 
in an unfamiliar transatlantic setting who is well learned in Romantic poetry and has a 
fondness for Wordsworthian idealism. 
In Winter Studies and Summer Rambles, Jameson uses the journal form rather 
than a more poetic style of writing to recount her personal experiences of local scenes, 
which would likely have pleased Wordsworth, who in the Preface to the Lyrical Ballads, 
celebrates the language of "common" people, "language really used by men" (850). In 
the following passage written about a canoe trip near Manitoulin Island, Jameson reflects 
on the emotions stirred by the natural landscape: 
I wish I could give you the least idea of the beauty of this evening; but while I try 
to put in words what was before me, the sense of its ineffable loveliness 
overpowers me now, even as it did then. [...] Then, as the purple shadows came 
darkening from the east, the young crescent moon showed herself, flinging in a 
paly splendour over the water. I remember standing on the shore, "my spirits as 
in a dream were all bound up," — overcome by such an intense feeling of the 
beautiful — such a deep adoration for the power that had created it.... (Jameson 
527) 
Jameson commemorates the emotional affect that the beauty of the Upper Canadian 
environment has on her when in close proximity with its natural 'wildness.' Jameson 
echoes Wordsworth's effort to imagine an active voice in nature in "Expostulation and 
Reply"; in her representation, nature "overpowers" the wanderer and inspires "intense" 
impressions of "adoration." Her assertion that her feelings are so powerful that she 
cannot attain a sense of objective distance sets her apart from Wordsworth, who 
represents his poetic writing as the overflow of powerful feelings "recollected in 
tranquility." Jameson is not able to achieve the Wordsworthian ideal of a peaceful 
remembrance of emotion, despite the passing of time since the experience, because the 
emotions are just too powerful. 
Embracing emotions inspired by the natural environment, Jameson does, 
however, depict herself, at times, as the happy Wordsworthian traveler, in touch with 
nature. Wordsworth's contemporary, the poet, Helen Maria Williams outlines the 
qualities of a contented traveler in her introduction to Alexander von Humboldt's 
Personal Narratives, which was published in seven volumes from 1814-1829: 
Happy the traveller, with whom the study of Nature has not been merely the cold 
research of the understanding, in the explanation of her properties, or the solution 
of her problems! who while he has interpreted her laws, has adored her sublimity, 
and followed her steps with passionate enthusiasm, amidst that solemn and 
stupendous scenery, those melancholy and sacred solitudes, where she speaks in a 
voice so well understood by the mysterious sympathy of the feeling heart. With 
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what soothing emotions, what eager delight, do we follow the traveller, who leads 
us from the cares, the sorrows, the joys of ordinary life, to wander in another 
hemisphere! (vi) 
Following Wordsworth, Jameson opposes Enlightenment science's methods of "cold 
research." Williams' "happy" traveller is one who goes beyond the "study of Nature" 
toward adoration for the world's "stupendous scenery." This Wordsworthian movement 
from detached scientific "explanation" toward a deeper appreciation is what Jameson 
attempts in her trip to Upper Canada. Rejecting practices of dissection and embracing the 
empirical focus on direct experience, she tries to chart a dialectical path between 
Romantic idealism and empiricism. Jameson encapsulates many of the qualities of 
Williams' "happy" traveller who journeys through nature with "passionate enthusiasm." 
In her text, Jameson tries to situate herself within the realm of nature as a 
respectful, unobtrusive participant. She argues that she has no intention of exaggerating 
images of the landscape through embellished depictions: "I know no better way of 
coming at the truth, than by observing the impressions made by objects and characters on 
my mind.... Neither do I know any better way than this of conveying to the mind of 
another, the truth" (Jameson 16). Her concern with truth, at this point in the text, 
involves an attempt to convey what she observes on her travels to her readers as she sees 
it. However, it is important to remember that she is looking at nature from her subjective 
position as an educated European woman familiar with Romantic concepts. Although 
she says that she has lost her "spectacles couleur de rose" (16), she searches for a 
specific, possibly unattainable, unmediated relationship with nature. Her Romantic-
oriented goals are evident throughout the narrative. As practitioners of modern-day 
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environmental studies realize, "Even when we are apparently alone in the wilderness, we 
bring with us our mental daypacks; [...] nature is 'always shaped by rhetorical constructs 
like photography, industry, advertising, and aesthetics, as well as by institutions like 
religion, tourism and education'" (Mortimer-Sandilands 47). Jameson does not rid her 
prose of Romantic expectations. In the beginning of her narrative, she speaks of 
"characters" that impress her mind (Jameson 16); she could be referring not only to 
people but also to textual "characters," the letters of discourse. However, Jameson 
represents herself as one who consistently strives to communicate a conscientious 
portrayal of the beauty of the surroundings: "Here is the picture as well as I can paint it" 
(371). 
Attempting to fully appreciate the beauty of the environment, Jameson travels 
through the varying landscapes of Upper Canada, acknowledging beautiful aspects of 
nature at locations such as Table Rock, the River St. Clair, and the Sault de St. Marie. In 
the presence of these magnificent natural phenomena, she attempts to allow her emotions 
to flow freely and to be overcome by nature: 
As we approached the Table Rock, the whole scene assumed a wild and 
wonderful magnificence; down came the dark-green waters,... every tree, and 
leaf, and branch, fringing the rocks and ravines, was wrought in ice. On them, 
and on the wooden buildings erected near the Table Rock, the spray from the 
cataract had accumulated and formed into the most beautiful crystals and tracery 
work.... Wherever we stood we were on unsafe ground, for the snow which 
heaped up as now to the height of three or four feet, frequently slipped in masses 
from the bare rock.... It was very fearful, and yet I could not tear myself away, 
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but remained on the Table Rock, even on the very edge of it, till a kind of dreamy 
fascination came over me.... (Jameson 60-61) 
Jameson's mental, physical, and emotional states seem to be altered by nature in this 
passage as her fascination with the "wild and wonderful magnificence" of the scene and 
her "fear" about the danger of the "unsafe ground" move her into a "dreamy fascination." 
It is interesting to notice in the passage that the spray from the falls which promptly turns 
to ice in the frigid winter air covers all surrounding things: "every tree, and leaf, and 
branch" as well as man-made "wooden buildings." Environmental circumstances, such 
as the cold of winter, are portrayed as powerful forces that effect humans and nature 
alike. In the passage, nature is not detached from human reality; rather, it is interrelated 
and linked to the human world. Although she enjoys the beauty of the "crystals and 
tracery work," Jameson recognizes the power of nature and feels the correspondent 
emotion of fear. She is so overcome by the mixture of terror, awe, and delight that she 
cannot "tear" herself away. She is simultaneously moved toward terror and charmed 
toward delight. Jameson follows in the footsteps of Wordsworth who combined awe and 
beauty in his appreciation for natural scenes: "Breathless with adoration; the broad sun / 
Is sinking down in its tranquility / The gentleness of heaven broods o'er the Sea: / Listen! 
The mighty Being is awake, / And doth with his eternal motion make / A sound like 
thunder — everlastingly" ("It is a Beauteous Evening" 3-8). Feelings of "tranquility" and 
scenes of "gentleness" evoke delight. Being in awe of the "mighty being" that sounds 
"like thunder" suggests awe. 
Also like the Romantic poets, Jameson strives to be personally involved with her 
environment. In Wordsworthian fashion, her travel narrative is often concerned with an 
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experience "as dependent upon the observer as upon the observed," an experience 
involving "the interfusion/interface of subject and object" (Twitchell 60, 61). Following 
in the footsteps of her adored Wordsworth, she "sees nature as not merely living its own 
life but full of beauty and joy," desiring to believe that nature "has much to give, if 
[humans] will only be ready to receive it" (Bowra 89-90). Jameson "receives" nature by 
applying artistic conventions like anthropomorphic models, consequently projecting her 
intellect onto nature. For example, while she watches the beauty of nature in the sky 
above the town of Niagara, she projects the identity of a passionate female onto the 
Aurora Borealis: 
There the Aurora Borealis was holding her revels, and dancing and flashing, and 
varying through all shapes and all hues — pale amber, rose tint, blood red — and 
the stars shone out with a fitful, restless brilliance; and every now and then a 
meteor would shoot athwart the skies, or fall to earth, and all around me was wild, 
and strange, and exciting. (Jameson 62-63) 
As an anthropomorphized figure, the Aurora Borealis is given the qualities of a "wild" 
woman "dancing" and "holding her revels." Through the anthropomorphizing process, 
the natural object is given an active role, but it is simultaneously made passive by 
becoming a projection of the observer's psyche. The Aurora Borealis is depicted as 
possessing the ability to change or "vary" its form while causing "excitement" in the 
human observer. The influence is still centred around the effect on the human subject, 
but the Aurora Borealis' changeability of form is an aspect of its physical, and therefore 
objective, presence. There is an obvious desire to see natural objects as active agents in 
Jameson's writing, but also an uncertainty in suggesting that they can be active without 
the application of conventions such as anthropomorphization. 
Emotionally affected, Jameson attempts to endorse a Wordsworthian ideal of 
coexistence between nature and the solitary individual, encouraging human thought and 
"meditation" (Jameson 268). She often enjoys walking alone "where foot of man hath 
never penetrated" (237), during which times she can be distant from the distractions of 
those who objectify and exploit nature and "declare against [her] projects of solitude" 
(203). Leaving 'civilized' company behind and proceeding farther into nature provides 
an illusory, but not unproductive, sense of distance from society, often resulting in close 
consideration of social conventions and habits. The pastoral mode also makes the claim 
that distance leads to constructive criticism. This convention usually involves a "retreat" 
from "the city and its metropolitan culture" into the "peace and solitude" of nature 
accompanied by some form of "self-reflection" and/or social critique based on the 
imagined removal (Hutchings, "The Modal Roots" 2). So, although Jameson leaves 
society physically, she remains intellectually connected to it and uses her time in the 
wilderness to ponder cultural circumstances. When physically removed from urban or 
colonial centres, Jameson conjectures that "We are so accustomed to the artificial 
atmosphere round us, that we lose sometimes the power to distinguish the false from the 
true, till we call in our natural instincts to do for us what our perverted reason cannot" 
(148). Like Wordsworth, Jameson criticizes the narrow and biased reality of human 
"reason" and knowledge systems, believing that some forms of truth are found in nature. 
35 
Continuing her discussion of cultural circumstances, Jameson juxtaposes the view 
of human society and custom as false and narrow-minded against the beauty and assumed 
purity of the natural world: 
Custom is a mere face, or rather a mere mask: as opinion is a mere voice — or 
less — the echo of a voice. The Aurora Borealis is of almost nightly 
occurrence,... radiating up from the north, and spreading to the east and west in 
form like a fan, the lower point of a pale white, then yellow, amber, orange, 
successively, and the extremities of a glowing crimson, intense, yet most delicate, 
like the heart of an unblown rose. [... ] It is most awfully beautiful! I have been 
standing at my window watching its evolutions, till it is no longer night, but 
morning. (149-150) 
In this passage, Jameson is disheartened by the dishonest "masks" of custom and the lack 
of originality in upper-class decorum. She thus criticizes the view of opinion as "an echo 
of a voice." Turning away from the stagnation of city life, Jameson is comforted by 
nature in its "awful beauty," a delightful conflation of the established categories of the 
"awful" sublime and the pleasurable beautiful. The dullness of custom is due to its focus 
on opinion and appearance. The word "face" suggests that mere outward appearances are 
taken as more important than internal 'truth.' On the contrary, the Aurora Borealis is 
bright because it is free from constraints and is able to "radiate" its various colours. 
Quickly leaving behind the depressing discussion of decorum, Jameson moves 
into a lengthy consideration of nature. She often avoids human interaction with "listless 
women and clamorous children" (Jameson 18) so that she might spend her nights gazing 
in reverence at the beauty of the heavens. As a traveller heavily influenced by the 
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Wordsworthian ideal of communing with nature rather than the Enlightenment concept of 
fulfilling the scientific quest to obtain an objective, detached view of nature, Jameson 
often finds comfort and communion away from human society. As readers, we 
appreciate Jameson's solitary enjoyment of nature. However, although Jameson presents 
herself as trying to avoid the false "masks" of society, she in fact travels as a privileged, 
upper-class European woman. She seems to ignore this aspect of her status at times when 
she avoids her human companions and presents herself as being unique in her 
understanding of nature. 
Sporadically throughout her text, Jameson revels in the Wordsworthian ideal of 
detachment from human society, enjoying "nature in her first freshness and innocence, as 
she came from the hand of her Maker, and before she has been signed upon by humanity" 
(525). However, she reveals tensions between Romantic ideals of solitude and the human 
need for sociality. She expresses this apprehension by quoting Paracelsus: 
— You shall 
Go forth upon your arduous task alone, 
None shall assist you, none partake your toil, 
None share your triumph! still you must retain 
Some one to trust your glory to — to share 
Your rapture with. (Jameson 275) 
Jameson does "go forth" alone into the wilderness if only in the sense that she has no 
'civilized' companions of equal status and education. She laments that she has no one to 
share "triumphs" with, which in her case are charmed interactions with challenging 
landscapes. Although she shares these encounters through the authorship of Winter 
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Studies and Summer Rambles, she discerns the incapacity of language to communicate 
the intensity that one feels within the scenes that she writes about: "I cannot, I dare not, 
attempt to describe to you the strange sensation one has" (Jameson 444). The issue of 
incommunicability indicates that observed scenes can never be appreciated by another in 
the same way; however, shared experience is still valuable to Jameson in passages that 
express her loneliness and regret for having no one by her side. Ecocritic Kate Rigby 
addresses this "unknowable" and "unspeakable" reality of nature as a problem for the 
literary voice (122), but she insists that although human language often falls short of 
being able to fully describe situations and scenes, the writer should still write. The 
limitation of language "does not mean that we should renounce speech. But it is 
preeminently for our sake that we need to take the risk of using language, in order to 
share understandings about what we perceive, believe and value; what we desire, fear and 
hope; and about how we should live and how we should die" (Rigby 125). On more than 
one occasion, when observing and wandering amongst a magnificent scene, Jameson 
expresses a longing to have someone to experience nature with because she will never be 
able to fully describe the feelings inspired. However, Jameson foreshadows Rigby's 
modern prescription to persist and write amidst linguistic limitations. She communicates 
the "value" that she finds in the "beauty" of nature and the "rapture" that she experiences. 
Consider the following passage in which Jameson recounts a trip near Niagara Falls: 
The fresh luxurious verdure of the woods, relieved against the dark, pine forest, 
added to the beauty of the scene. I wished more than ever for those I love most! 
— for someone who would share all this rapture of admiration and delight, without 
the necessity of speaking — for, after all, what are words? They express nothing, 
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reveal nothing, avail nothing. So it all sinks back into my own heart, there to be 
kept quiet. (Jameson 203) 
This passage presents the tensions between the idyllic vision of the lone Wordsworthian 
wanderer who attains an 'unmediated' intimacy with the natural surroundings, a 
Romantic ideal toward which Jameson aspires, and the reality of the hardships of 
loneliness. Although she is surrounded by "fresh" beauty, she wishes for someone to 
"share" the scene with. Her need for human companionship when traveling in the 
wilderness is in opposition to the Romantic insistence on solitude. However, as has been 
noted, Wordsworth's solitude was not as complete as he sometimes represented it to be. 
Although Jameson, like Wordsworth in his poem to the daffodils, often claims to 
be "beyond the bounds of civilized humanity" (444) and in solitude, she always travels 
with at least a hired driver. In addition, although she overlooks them in numerous 
sections of the text, she is often in the presence of aboriginal people who lived in the 
regions through which she traveled. Detached only from European companionship, 
Jameson is not as solitary as she would have her reader believe. However, her use of 
exaggeration regarding aloneness would have inspired interest and respect from 
Europeans reading about her bravery. The melodrama also represents the traveler as a 
solitary figure, and therefore, as the human embodiment of a masculine Romantic ideal. 
For Jameson, unlike Wordsworth traveling through the Lake District, human 
companionship becomes a matter of survival. She is traveling through the Canadian 
wilderness, experiencing real sufferings on account of the formidable topography and 
harsh climate. For Jameson, aloneness is accompanied by intimidation and depression in 
a foreign land that, at times, seems to be a landscape of "sublime desolation" and "bleak, 
shrouded, changeless scenes" that "disturb one's faith" (Jameson 49, 102). However, 
amidst moments of aversion, Jameson nevertheless remains determined to establish a 
firsthand relationship with nature and search out her Romantic-oriented goals: 
To undertake such a journey alone is rash perhaps — yet alone it must be 
achieved, I find, or not at all; I shall have neither companion nor man-servant, nor 
femme de chambre, nor even a "little foot-page" to give notice of my fate, should 
I be swamped in a bog, or eaten up by a bear, or scalped, or disposed of in some 
strange way; but shall I leave this fine country without seeing any of its great 
characteristic features? [...] Moral courage will not be wanting, but physical 
strength may fail, and obstacles, which I cannot anticipate or overcome, may turn 
me back; yet the more I consider my project — wild though it be — the more I feel 
determined to persist. (Jameson 180-181) 
Her use of the word "wild" is significant since "tame" is the word's opposite. Not only 
does Jameson seek nature that is wild because it has not been contaminated by human 
interference, but she states that her project of traveling is itself "wild." By depicting her 
project in this way, she equates herself with the uncultivated nature through which she 
travels, suggesting that her "project" is somehow ungoverned by patriarchal restraints. 
Rather than being a tame, upper-class, feminized writer who has no need for "[mjoral 
courage" and spends her quiet days accompanied by a "femme de chambre" Jameson 
represents herself as hardy and "determined" to witness the "great characteristic features" 
of Upper Canada. Although she admits that her "physical strength may fail," this 
identification with the stereotypically masculine quality of perseverance emphasizes 
Jameson's desire to attain Romantic ideals that have been constructed by male authors. 
Inspired by Wordsworth and other Romantic poets, Jameson searches for the idyllic but 
unattainable response to nature taught by her Romantic literary education. In addition to 
her search for a Romanticized interaction with nature, Jameson's use of the word 
"scalping" indicates that she seems to have accepted some of the negative contemporary 
stereotypes associated with the notion of aboriginal 'savagery.'1 
On the question and stereotype of scalping as a traditional Native American practice, see Axtell (16-35, 
207-41). 
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2 The World of "getting and spending": Jameson's Environmental Ethics 
To her Fair works did nature link 
The human soul that through me ran; 
And much it grieved my heart to think 
What man has made of man. 
(William Wordsworth, "Lines Written in Early Spring" 5-9) 
As I have argued in Chapter One, Jameson's positive reactions to the environment of 
Upper Canada — and the environmental-ethical concerns they inspire — can be partly 
attributed to Wordsworth's Romantic mode of thought and representation. Echoing some 
of the Romantics like Wordsworth, Jameson is skeptical about the economic and personal 
exploitative acts of "gratuitous cruelty" (Jameson 529) such as industrial pollution, mass 
deforestation, and excessive hunting that stem from the ideology of human mastery over 
nature. Striving to embody a moral attitude that humankind and nonhuman objects and 
organisms are equally important members of a larger system of interdependence, 
Jameson endorses what modern-day environmental theorist Paul W. Taylor refers to as an 
ethical "respect for nature" (248). By attempting to establish an ethical, coherent outlook 
on the natural world and the place of humans in it, Jameson foreshadows modern-day 
environmental ethics and reflects Wordsworthian idealism; however, she is unique in the 
overarching theme that ties together her environmental concerns and her feminist ethic of 
care. Endorsing values of interrelatedness and conservationism that have become 
important for the modern-day ecofeminist movement, Jameson strives, throughout her 
travel narrative, to care for her surroundings and to practice as much conservatiomsm as 
is possible in a wilderness where survival itself is challenging. 
Refusing to draw arbitrary lines between human and nonhuman, Jameson's 
discourse on landscape conservation, plant rights, and animal rights can be interpreted as 
part of an ecofeminist ethic of care based on a revised notion of sensibility that includes 
the animal and vegetable worlds. According to feminist Deane Curtin, "an ethic of care 
has an intuitive appeal from the standpoint of ecological ethics. Whether or not 
nonhuman [entities] have rights, we certainly can and do care for them. This includes 
cases where we regularly experience care in return, as in a relationship to a pet, as well as 
cases where there is no reciprocity, as in the case of working to preserve natural habitats" 
(71). According to this ethic, people are encouraged to care for non-human organisms 
and establish "an understanding of and appreciation for a particular [environmental] 
context in which one participates" (Curtin 73). Jameson aims to acknowledge the 
uniqueness of the Canadian setting — her own particular context. Appreciating and 
caring for Upper Canadian nature, she extends her concept of ethics to include the 
vegetable world as well as animal species. Her attempt to care for non-human beings 
foreshadows modern-day feminist ethics which aim to cease harmful practices that 
endanger and destroy nonhuman species. For example, she writes that like the "Fool F 
the Forest" from William Shakespeare's As You Like It, she moralizes over the 
destruction of nature. Unlike the "Fool" that lectures "over the wounded deer," Jameson 
discourses over the "leafless, sapless, seared, ghastly" trees cleared by Euro-Canadian 
settlers (Jameson 232). Ecofeminists encourage an ethic of care by "rejecting an abstract 
approach" and focusing "attention on the particularities of concrete situations, beings, 
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and relationships," and they argue that "emotional attachments to animals, forests, places, 
landscapes, and ecosystemic dependencies become moral realities" (King 93), 
influencing our interactions with nature. Jameson articulates her own attention to 
particulars and "emotional attachments" within her ecological surroundings on numerous 
occasions through the use of metaphors and similes: ".. .no sooner has the sun peeped 
through her curtains, than up she springs, like a huntress for the chase, and dons her kirtle 
of green, and walks abroad in full-blown life and beauty. I am basking in her smile like 
an insect or a bird!" (Jameson 178) Strengthening the sense of connection between 
human and nonhuman, Jameson likens herself to "an insect or a bird" "basking" in the 
light of the active, feminized "huntress" sun. Crossing gendered boundaries, as in the 
image of a female hunter, and challenging passive representations of the environment, 
Jameson depicts nature as a powerful presence in human life, an active part of human 
emotion and creativity. 
Through a literary combination of Romanticism, environmentalism, 
stereotypically masculine rationality and philosophical inquiry, and stereotypically 
feminine sensibility, Jameson challenges traditional binary oppositions between humans 
and nonhuman beings and between masculinity and femininity. To avoid anachronism 
through the simple alignment of Jameson and modern-day progressive feminist concepts, 
it is important to note that when Jameson combines reason and sentimentality, she is 
likely responding to influential Scottish Enlightenment ideas of the late-eighteenth 
century: 
In eighteenth-century Europe and America, and most notably in the Edinburgh of 
Henry Mackenzie, sentiment was nothing less than modernity. In the guise of a 
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revolt against aristocratic cynicism and licentiousness [...] and the mistreatment 
of women and children, sentiment and sensibility were code for all that was 
modern, progressive and companionable in polite society. (Buchan 302) 
Jameson was not the first to combine sensibility and progressivism. As James Buchan 
argues, this combination goes back to the first half of the eighteenth century in England, 
France, and Germany where many texts were simultaneously "solemn, earnest, 
puritanical, non-aristocratic, practical, warm-hearted, class-conscious, feminist, 
optimistic" (303). So although as a dialectical, pragmatic, and sentimental writer 
Jameson can be connected to modern concepts, she is also a product of her time and 
heavily influenced by movements that preceded her. 
Landscape Ethics 
Responding to contemporary increases in industrialization, Jameson advocates an ethic of 
care for the natural environment, but she is also concerned with the needs of humans, and 
she therefore encourages environmental 'improvement' in Upper Canada: "God forbid 
that I should think to disparage the blessings of civilisation!" (460). Demonstrating her 
respect for European cultivation practices, she exalts the farmers as they clear the land 
and forge a transition from the wilderness to the human world. Consider the following 
passage written about an Irish clergyman cultivating the land in Erindale, a village near 
the mouth of the Credit River: "he soon cleared a space of ground for a house, in a 
situation of great natural beauty, but then a perfect wilderness" (Jameson 170). Jameson 
notices the human encroachment on nature and dislikes it, but she follows in 
Wordsworth's literary footsteps as he "focuse[d] upon those aspects of the landscape that 
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have retained their wildness [...] in the midst of human habitation" (McKusick 66). She 
supports the possibility that human presence can somehow "improve" the wilderness. 
For instance, visual enhancement of wilderness is achieved through the formation of 
gardens situated between the houses and the woods: "The woods are yet close up to the 
house, but there is a fine well-cultivated garden" (Jameson 243). Jameson supports 
cultivation and "improvement" to the point of arguing that human imposition on nature is 
God's will. Directly addressing the reader, she declares: 
For myself and you too, my friend, we are those who believe and hope; who 
behold in progressive civilisation progressive happiness, progressive 
approximation to nature and to nature's God; for are we not in his hand? — and all 
that He does is good. (268) 
There are obvious contradictions in Winter Studies and Summer Rambles in Canada 
between Jameson's Romantic idealism and her progressive pragmatism. Her support for 
"progressive civilization" includes the cultivation of wild landscapes. Her vision of 
"nature" seems bifurcated; on the one hand, she privileges wildness and unscathed 
natural settings, but, on the other, she defends and even celebrates domesticated 
landscapes. As she says, humans simultaneously "sanctify" and "defile" the natural 
world (525). 
Although Jameson often sees human attempts to improve nature as both 
progressive and harmful, she consistently strives to follow the Wordsworthian 
prescription to live in harmony with nature. Integrating an ethic of care into the narration 
of her personal experiences, she articulates an admiration for nature along with a sense of 
ecological responsibility that is sensitive to the distinctiveness of her Canadian 
surroundings. Her devotion to the superiority of undisturbed nature results in a type of 
literary environmentalism. She admires "the boundless wilderness around; the 
mysterious depths amid the multitudinous foliage, where foot of man hath never 
penetrated" (Jameson 237). In many passages, like this one, humans are not depicted as 
improvers; instead, they are presented as intruders on the natural landscape. Jameson 
believes in the value of beautiful and sublime nature and, like modern environmentalists, 
"cares deeply for that beauty" (Belshaw 229), trying to preserve and respect it. 
In her attempt to form and maintain a sense of community with unadulterated 
nature, Jameson anticipates modern ecological movements that emphasize the "natural 
connection" between human and non-human beings in a "biotic community to which [all] 
individuals belong," including "plants and animals [living] in genuine interrelationship" 
(Brennan 192, 193). Current arguments such as this one presented by Andrew A. 
Brennan encourage human respect for and preservation of nature. The emphasis on a 
"genuine interrelationship" between the human world and the non-human realm suggests 
that human and nonhuman beings need each other and are equal in importance. 
Therefore, connected to Wordsworthian Romanticism while also anticipating modern 
environmentalism, Jameson displays an attitude of conservationism at times when she 
questions acts of environmental desecration. For example, she refers to Canadian land 
clearing as an act motivated by the hatred of trees "as something to be destroyed, 
eradicated, annihilated by all and any means" (Jameson 64). Although Jameson speaks 
out against the exploitation of the land, she often ignores her own involvement in the 
consumption of natural resources. For example, to move from place to place, she often 
travels by way of watercraft such as the "magnificent steamers" (18) that consume vast 
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stands of timber for fuel. To view nature, one must travel and to travel often means to 
consume fuel. Often overlooking her own complicity with the use, and possible overuse, 
of natural resources, Jameson spends much of her text challenging hierarchical modes of 
thought that assume nature is simply a tool or resource for human use. 
Regardless of her complicities with excessive resource use, Jameson overtly 
opposes the ideological systems behind human exploitation of the land. She seems to set 
up an overarching critique of Eurocentric modes of thought and hierarchies that place 
European custom and society above nature. Consider the following passage written 
during a summer trip to the Great Lake district near Niagara: 
Were a city to rise here, it would necessarily become a manufacturing place, 
because of the "water powers and privileges," below and above the cataract, 
which would then be turned to account. [...] Surely they have done enough 
already with their wooden hotels, museums, and curiousity stalls: [...] There 
would be a moral pollution brought into this majestic scene, far more degrading; 
— more than all those rushing waters, with their "thirteen millions of tons per 
minute," could wash away. Let us pray against such a desecration. (Jameson 217-
218) 
Jameson uses "desecration" — a word usually having a spiritual connotation — to add a 
sense of urgency and importance to her environmental concerns. She addresses the 
exploitation of the Falls for energy production and "manufacturing" as a human 
interference with the natural state of the land. Like modern environmentalists, she 
criticizes and indicts the dominant worldview that sees nature as a "resource for human 
beings" and a means to "material economic growth," promoting instead human "harmony 
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with nature" based on the notion that "all nature has intrinsic worth" (Belshaw 280). 
Jameson, like Wordsworth, is wary of the ever-increasing human encroachment onto 
environmental scenes. The Falls are defined as "majestic," suggesting that they are 
superior to the acquisitive humans who desire to harness their power for monetary 
"account." In an anti-Wordsworthian world of "getting and spending," ("The World is 
Too Much With Us" 2), human interference brings with it both "moral pollution" and 
physical "degradation." Note that human developers degrade the environment to acquire 
financial and industrial gain from the land. The ideal 'give-and-take' interrelation 
between human and nonhuman is not always a goal of capitalist societies that exploit the 
land for tawdry tourism and industrial expansion. When humans dominate nature, the 
environment ceases to be a Wordsworthian "dwelling place," and in addition to "scarring 
the beauty of the place" (Rigby 87, 88), industrial expansion all too often leads humans 
away from an intimate connection with their surroundings, replacing intimacy with 
detachment. When the consumption of natural resources drastically changes and spoils 
the environment, the interaction between humans and the natural world is exploitative, 
hierarchical, and anthropocentric. 
Again, Jameson associates herself with Romantic theory and anticipates modern 
environmental philosophy in that she tries to oppose the dominant Western model that 
privileges humans over nature: 
[The dominant Western model] regards humans as isolated and fundamentally 
separate from the rest of Nature, as superior to, and in charge of the rest of 
creation. [...] For thousands of years, Western culture has been obsessed with the 
idea of dominance: with dominance of humans over nonhuman Nature, 
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masculine over feminine, wealthy and powerful over the poor, with dominance of 
the West over non-Western cultures. (Belshaw 181) 
Jameson opposes what modern environmentalists refer to as the "fundamentally wrong-
headed attitude" or "world view," deeply infected by anthropocentric thinking (Belshaw 
181). She says that the potential construction around the Falls degrades the land so much 
that it is "more than all those rushing waters [...] could wash away" (Jameson 218). As 
current environmental philosophers suggest, ideologies that privilege humans must be 
held accountable for many of "the environmental problems we now face" (181), 
including deforestation, pollution of waterscapes, and air pollution. 
When Jameson travels to Goat Island on the Niagara River, she is unsettled by the 
assumed arrogance of human expansion into the wild as represented by the round tower 
erected on the Crescent Falls by American developers: 
The Americans have disfigured their share of the rapids with mills and 
manufactories, and horrid red brick houses, and other unacceptable, unreasonable 
sights and signs of sordid industry. [...] I do hope that the violated majesty of 
nature will take the matter in hand, and overwhelm or cast it down the precipice 
one of these fine days.... (Jameson 210-211) 
While acknowledging the determination and scale of industrial expansion, Jameson 
communicates a desire to see nature correct the wrongs of humans who encourage mass 
industrialization and ignore the needs of the environment. Jameson regards human 
industry as "sordid" and "unreasonable," suggesting that she sees entrepreneurial settlers 
as lacking the reason that they boast when they destroy natural scenes in the name of 
progress. Nature is the righteous figure that needs to defend itself actively against 
American "violation" inflicted by the destructiveness of "horrid" irrationality. Jameson 
has turned the hierarchy of humans over nature on its head, suggesting that the "majesty" 
of nature gives it the power to "overwhelm" and "cast down" the American tower 
constructed on the falls. She foreshadows forms of modern-day environmental thought 
concerning humanity's detachment from nature and the importance of environmental 
preservation. 
Do Trees have Rights? 
Continuing with her concerns about environmental preservation, Jameson expresses 
interest in the welfare of trees, a sense of "pity [...] for the trees in Canada," and she 
wonders, "How do we know that trees do not feel their downfall? We know nothing 
about it" (Jameson 231). This rationalist questioning of epistemology poses an obvious 
challenge to the concept of cosmic anthropocentrism; the unknown and unknowable 
reactions of the trees are placed at the forefront. Jameson questions an implicitly 
oppositional mode of thought common in modern-day environmental debates. In recent 
decades, the question has arisen, "Do plants have rights?" (Belshaw 124). The response 
to this question is mixed. Some commentators insist that plants do indeed have rights: 
"Just as human beings and animals have [rights], most importantly, a right to life, so, too, 
[do] at least some plants. This thought about the rights of plants is most often advanced 
in favour of trees" (124). On the other side of the spectrum, some theorists have argued 
that the idea of plants having interests that are deserving of the protection of the law is 
"patent nonsense" and that it "makes no sense to suppose that something has interests of 
its own [...] unless it has, or had, some form of consciousness: some mental as well as 
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physical life" (126). Rather than suggesting that trees have mental faculties similar to 
those of humans, Jameson argues that the dismissal of concern for plants, especially trees, 
should be re-evaluated and that the environment needs to be protected and guarded. 
The argument that humans should be "guardians" of nature rather than "masters" 
of the natural world is a modern one in legal debates over the rights of non-human 
organisms such as trees (Stone 12), but its history predates modern times. The 
"guardianship approach" argues that because natural entities like trees cannot pursue 
rights to safety and justice, responsible social activists should protect the needs and 
welfare of the natural world (12). Although this idea is thought to be modern in its 
suggestions for the protection of nature, it started with a more self-interested approach in 
"the Middle Ages [when] many forests had already come under the jurisdiction of the 
law," used only by the monarch for hunting grounds and timber production (Harrison 69). 
Some modern-day theorists extend this concept to suggest that not only should humans 
protect nature, but that they should "intervene": "We have to intervene by regulating 
human behavior, but we also have to intervene in the natural world in order to ensure that 
our needs can be met on a continuous basis" (Dizard 133). Dizard is speaking of our 
need to both protect nature and manipulate it to ensure our own survival (e.g. by clearing 
forests to plant food). Jameson expresses this moderate political view that the interests of 
nature and humans can be compatible and that the needs of both can be simultaneously 
met. In the previous passage regarding her "pity" for the trees in Canada, she 
deconstructs her society's deeply entrenched human/nature and animal/vegetable 
oppositions by invoking the possibility of a "vegetable sensibility" (Jameson 231). 
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Although Jameson's appeal to "sensibility" might suggest an anthropomorphic 
mode of environmental sentimentalism, her deconstruction of the "line which divides 
animal from vegetable sensibility" is patently logical and philosophical: 
The line which divides animal from vegetable sensibility is as undefined as the 
line which divides animal from human intelligence. And if it be true "that 
nothing dies on earth but nature mourns," how must she mourn for these [trees] 
the mighty children of her bosom—her pride, her glory, her garment? Without 
exactly believing the assertion of the old philosopher [John Evelyn], that a tree 
feels the first stroke of the axe, I know I never witness nor hear that first stroke 
without a shudder; and as yet I can not look on with indifference, far less share 
the Canadian's exultation. (231) 
Jameson's pity is an aspect of her own human or feminine sensibility, yet she is willing 
rationally to consider that the vegetable world of trees shares the attribute of sensibility. 
While she critiques the validity of arguments made by philosophers like John Evelyn that 
trees "feer in the same ways that humans do, she nevertheless asserts that the human 
understanding of nature's "sensibility" is incomplete. So although her thinking is 
informed by the philosophers of Scotland's late-eighteenth-century "Sentimental 
movement" (a movement that "accorded the franchise of feeling to all creatures" [Buchan 
242]), it is also influenced by the Enlightenment focus on reason. Her awareness of the 
"undefined" philosophical relationship between human, animal, and vegetable 
"sensibility" contributes to her feelings of discomfort, causing her to "shudder" when 
trees are killed. This philosophical anthropomorphism has ethical implications with 
regard to Jameson's representation of the nonhuman environment and her inability to be 
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"indifferent" to the destruction of nature. Jameson responds to late-eighteenth-century 
ethics while also foreshadowing modern environmental ethics, the latter of which has 
been defined as 
the belief that ethics should expand from a preoccupation with humans (or their 
gods) to a concern for animals, plants, rocks, and even nature, or the environment 
in general. One way to think of this is as an evolution of ethics from the natural 
rights of a limited group of humans to the rights of parts of, in some theories, all 
of nature. [...] The emergence of this idea that the human-nature relationship 
should be treated as a moral issue conditioned or restrained by ethics is one of the 
most extraordinary developments in recent intellectual history. (Nash 4) 
Even the term itself "environmental ethics" suggests a meeting between the natural 
environment and the human construction of ethics. 
Jameson's environmental concerns align her with the progressive school of 
modern environmentalists that argue for the recognition of human and nonhuman beings 
as a necessary component of a philosophical respect for life itself: "A concern for 
people, coupled with a concern for animals, added to a concern for plants and then 
spilling over into a concern for micro-organisms amounts to a concern for life itself 
(Belshaw 129). Support for human dominion over nature involves an anthropocentric 
attitude that mirrors what Mary Midgley calls "speciesism" (124). "Speciesism" for 
Midgley is parallel to racism as a mode of cultural thought that views all outsiders, 
including non-Western cultures and natural entities, as "fair game" to be mistreated, ill-
used, abused, and dismissed (124). In Jameson's narrative, this hierarchical arrangement 
54 
arguably contributes to the degradation of nature at the hands of European settlers, 
Canadian farmers, and American capitalists. 
Ecofeminism and Animal Rights 
Aligned with her emotional sympathy for the vegetable world and continuing her 
adumbration of modern-day environmental-ethical debates, Jameson evinces a 
"sentimental pity" for abused animals. Modern animal rights theorists take issue with the 
Aristotelian notion that "den[ies] animals reason (logos), reasoning (logismos), thought 
(dianoia, nous), intellect (nous), and belief (doxa)" (Sorabji 12). Two of the most 
prominent modern-day theories calling for animal liberation are the rights-based theory 
of Tom Regan and the utilitarian theory of Peter Singer. Regan argues, "The fundamental 
wrong is the system that allows us to view animals as our resources, here for us — to be 
eaten, or surgically manipulated, or put in our cross hairs for sport or money. Once we 
accept this view of animals [as resources], the rest is as predictable as it is regrettable. 
Why worry about their loneliness, their pain, their death?" (320). To correct this 
"fundamental wrong," Regan postulates that many animals (primarily mammals) have 
inherent value, the value that individuals possess independent of their goodness or 
usefulness. Suggesting that nonhuman beings can have such value, Regan insists that 
humans must recognize that animals have equal inherent value and equal rights to be 
treated with respect. In comparison, Singer's view is based not on rights, but on the 
principle of equal consideration. He asks, "If it is justifiable to assume that other human 
beings feel pain as we do, is there any reason why a similar inference should be 
unjustifiable in the case of other animals?" (311) Outlining scientific facts and 
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philosophical theories articulating the similarities between human and animal nervous 
systems and the evolutionary advantage of pain, Singer insists that "there are no good 
reasons, scientific or philosophical, for denying that animals feel pain" (314). Because 
animals have the capacity to experience pain and pleasure, according to Singer's 
utilitarian theory, right actions are those that maximize pleasure and minimize pain. His 
anti-speciesism opposes unwarranted discriminations between members of different 
species. Animals should be considered within the boundaries of human moral concern, 
and the lives of nonhuman beings should not be considered expendable. Both Regan and 
Singer present rational, philosophical arguments, focusing on the importance of reason in 
moral deliberations and animal rights debates. 
As a rationalist thinker, Jameson does not credit animals with reason and intellect, 
but, as a Romantic thinker, she challenges the denial of feeling to non-human beings. 
Like Regan and Singer, Jameson relies on reason in order to advocate the inclusion of 
animals in the moral sphere. She anticipates Singer's argument that animals possibly feel 
pain and pleasure, and that they are, therefore, worthy subjects of moral consideration. 
Foreshadowing Regan, "the best-known advocate of the philosophical view that animals 
have rights" (Curtin 67), who insists that "certain basic rights — to life, to freedom, to not 
being subject to torture" — should be extended to members of the animal kingdom 
(Belshaw 99), Jameson argues that animals have inherent value and are not simply 
resources for human use and exploitation. She endorses the protection of animals from 
unnecessary pain and death. Like deep ecologists and other environmental writers of 
modern times, she maintains that "the purpose of identifying with nature is precisely so 
that one will wish to avoid harming those beings with whom one identifies" (Kheel 101). 
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Criticizing the accepted notion that humans have authority over animals, Jameson 
comments on the practice of hunting in Upper Canada. Aimed at Euro-Canadians, her 
criticisms foreshadow the concerns of modern-day ecofeminism, which examines the 
ideological and systematic "connections between the domination of women (and other 
oppressed humans) and the domination of nature" (Warren, "Ecological Feminist 
Philosophies" x). Finding and understanding such connections involves and necessitates 
"historical, experiential, symbolic, [and] theoretical" examinations of gender-based 
hierarchies (Warren, "The Power and Promise" 19). Ecofeminists note that issues 
involving the oppression of women and nature are produced by flaws in primarily 
Western modes of thought, arguing that Western patriarchy establishes hierarchical 
models of social relations that privilege masculine over feminine, human over non-
human, etc. Ecofeminism challenges such power structures: "The convergence of 
ecology and feminism into a new social theory and political movement challenges gender 
relations, social institutions, economic systems, sciences, and views of our place in the 
biosphere" (Lahar 1). Jameson rationally considers the faultiness of hierarchical thinking 
and the connections existing between men's power over women and the exploitation of 
nature. She can be considered a proto-ecofeminist thinker, because, in a broad sense, 
"ecofeminist theory includes a systematic analysis of domination that specifically 
includes the oppression of women and environmental exploitation, advocating a synthesis 
of ecological and feminist principles as guiding lights for political organizing and the 
creation of ecological, socially equitable lifestyles" (Lahar 1-2). An "ecological 
lifestyle" — a mode of living that respects and protects nature — is what Jameson attempts 
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to advocate in her narrative despite various complicities such as traveling by steamship 
and encouraging land clearing for agriculture. 
As ecofeminist theorist Marti Kheel notes in the article "License to Kill: An 
Ecofeminist Critique of Hunter's Discourse," 
We live in a violent culture. If we are to change this state of affairs, we must 
begin to name the violence that exists as well as identify its psychological roots. 
It is necessary to recognize that the perpetrators of violence throughout the world 
are, by and large, men, and the victims of this violence are primarily women and 
the natural world. [...] Hunters currently kill more than 200 million animals every 
year. They cripple, harass, and orphan millions more. An ecofeminist ethic must 
deplore this, along with all other expressions of violence. (Kheel 110,111) 
Although she recognizes the need to consume animals and plants for survival, Jameson 
uses similar language when discussing her feelings towards hunters and animals. It is 
important to note that although Kheel does not seem to make the distinction, Jameson 
does not include aboriginal subsistence hunting in her critique, probably because it is not 
for sport but for survival and is based on respect for plants and animals. Like Kheel, 
Jameson includes images of family and motherhood in her representations of animals to 
evoke sympathy in the mind of the reader, while depicting sport hunters as vicious and 
dangerous attackers. A binary oppositional line is drawn between aggressive men and 
their animal victims. 
Her critique of hunters is based on their view of hunting as sport rather than as a 
means to survival; however, when we consider that it is the same hunters who supply her 
with food to eat for survival, her own complicity with their practices becomes at least 
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somewhat apparent. She reflects on the "destructive propensities of the gentlemen 
[hunters], all keen and eager sportsmen," lamenting that "the utmost I could gain from 
their mercy was, that the fish gasp out of my sight, and the pigeons and the wild ducks be 
put out of pain instantly" (Jameson 526). A major component of Jameson's critique of 
hunting practices seems to be her concern with the prevention of cruelty to animals. Her 
emotions are stirred by the tranquility and peacefulness of 'natural' life and then hurt by 
the seemingly unfeeling acts of the men: 
I recollect that as we passed a lovely bit of an island, all bordered with flags and 
white lilies, we saw a beautiful wild-duck emerge from a green covert, and lead 
into the lake a numerous brood of ducklings. It was a sight to touch the heart with 
tender pleasure, and I pleaded hard, very hard, for mercy; but what thorough 
sportsman ever listened to such a word? The deadly guns were already levelled, 
and even while I spoke, the poor mother-bird was shot, and the little ones, which 
could not fly, went fluttering and scudding away into the open lake, to perish 
miserably. (Jameson 530) 
In this passage, Jameson expresses a feeling of involvement with both the landscape and 
its animal inhabitants. She observes the peacefulness of the island surrounded by pretty 
"white lilies" and the maternal "wild-duck" leading her "little ones" to the lakefront, 
watching the scene with "tender pleasure." Jameson compares her own feminine 
emotionality with the parental attributes of the female duck that cares for her young. 
Anthropomorphizing the ducks, she presents them in a manner emphasizing her own 
status as an emotional, caring, merciful woman at odds with the 'unfeeling' men that she 
depicts. The men who accompany Jameson have "deadly guns" and turn a deaf ear to her 
pleading "for mercy." She is careful to "contrast herself to the men in terms of their 
interest in hunting and fishing. They had the masculine propensity toward killing 
animals" (Roy, Maps 26). In contrast to the aggression of the male hunters, Jameson 
portrays herself as feminine, sensible, and merciful. 
Although Jameson evokes pity when she discusses the deaths of the birds and 
fish, she addresses the contradiction between strict conservationism and the exigencies of 
survival when she admits that her hunger, as she looks at the cooked animals, makes her 
forget all of her "sentimental pity for the victims" (Jameson 526). Jameson does not 
advocate "moral vegetarianism" (Curtin 67) and does not endorse the belief that eating 
animals perpetuates patriarchal and hierarchical systems of control. According to this 
radical position, "To eat animals is to make of them instruments; this proclaims 
dominance and power-over. The subordination of animals is not a given but a decision 
resulting from an ideology that participates in the very dualisms that ecofeminism seeks 
to eliminate" (Adams 129). It is also important to note that Jameson's "pity" for the 
animals itself carries hierarchical connotations. The person who feels pity is often 
represented as benevolent and the one pitied is often depicted as inferior and in need of 
the support of the superior. 
Even though she does not advocate "moral vegetarianism," Jameson encourages 
respect for animals when she insists that animals should be killed by humans only for 
sustenance, not sport. She would not fit in with those Romantics who were morally 
opposed to all acts of hunting. "Moral vegetarianism" is not only a modern ecofeminist 
concept. For example, Percy Bysshe Shelley was morally opposed to eating animals. In 
the "Essay on the Vegetable System of Diet" (1815), Shelley argues that carnivorous 
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diets are based on the anthropocentric belief that animals possess no soul and are inferior 
to humans (Morton 143). Jameson shows consideration and concern for animals when 
she refers to them as "victims" doomed to "perish miserably" and die "fiery deaths" (529-
31). However, she does eat animals, thus revealing tensions between survival needs and 
extreme conservationism. In another passage that challenges conventional symbolic 
practice, Jameson even suggests that snakes hold "a kind of conversazione in the hollow 
of a rocky islet" (541) — implicitly attributing intelligence and sensibility to a non-human 
species and thus further deconstructing an anthropocentric human/nature dichotomy. 
Critiquing the destruction of the land and the philosophical denial of sensibility to 
members of the animal and plant kingdoms, Jameson presents herself as an ecologically 
aware woman. Her endorsement of an ethic of care and a level of concern that includes 
humans and nonhumans correlates with the holistic view of the Romantic poets and 
foreshadows the ethical approach of modern-day environmental theorists. Critiquing the 
dominant worldview that privileges human needs and wants over the welfare of the 
natural landscape and its nonhuman inhabitants, Jameson's text points to the origin of 
many contemporary and modern environmental crises. 
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3 Romantic Illusions, Ecofeminism, and Jameson's Hybrid Aesthetic 
I wish to persuade women to endeavour to acquire strength, both of mind and 
body, and to convince them that the soft phrases, susceptibility of heart, delicacy 
of sentiment, and refinement of taste, are almost synonymous with epithets of 
weakness.... 
(Mary Wollstonecraft, A Vindication of the Rights of Woman 75) 
As noted in the previous chapters, Jameson is a dialectical thinker and writer. She is not 
just a progressive feminist or environmental thinker; she is also not simply a writer 
articulating Romantic ideals. As noted in Chapter One, Jameson projects the Romantic 
concept of a harmonious relationship between humans and the natural world onto the 
Canadian environment, but she also discusses tensions that exist between idyllic 
representations of nature and the practical realities of life and survival in the Canadian 
wilderness. Although Jameson tries to apply Romantic concepts to many of her 
representations of natural scenes and forays into the wilderness, she realizes that an 
unmediated relationship with nature is unattainable. She is aware of the ambivalences 
and uncertainties in Wordsworth's Lyrical Ballads and highlights them in her own 
account. Romantic observations are not the only aspect of Jameson's text. As a rational 
thinker, she is willing to recognize and include subject matter that does not fit neatly into 
her preconceived notions and expectations. To further explore Jameson's rational and 
empirical approach to Upper Canada, one needs to investigate her anti-Romantic 
assessments of nature as well as moments in her text where she is disappointed by her 
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environmental surroundings. Responses that challenge Romantic conventions help to 
acknowledge the uniqueness of Canadian nature, an accurate portrayal of which requires 
a novel feminist aesthetic representation that challenges pre-given conventions. 
As Patricia Jasen argues in her history of Ontario travel literature, Anna Jameson 
and other British travelers and emigrants to Canada sought an exciting first-hand 
experience of the picturesque and sublime within Canada's daunting wilderness (3). The 
promise of observing uncorrupted nature and exoticized Indigenous people in Canada 
became an imagined antidote to the patriarchal, capitalist society of industrial England 
and helps to explain "the development of tourism into remote places like the northern 
Ontario bush" (Strong-Boag and Gerson 74). Although many European travellers sought 
an interaction with a natural environment untouched by industrial expansion, many hoped 
to cultivate, tame, and assign European signification to the "uncivilized" setting (Jasen 
7). An important component of Jameson's mediated relationship with nature and her 
Eurocentric projections onto the environment of Upper Canada is her aesthetic approach; 
thus, the aesthetic in Romanticism can function to objectify nature.2 As an educated 
woman and an avid reader of Romantic texts, she was likely influenced by the treatises of 
Burke and Kant, both of whom formulated the aesthetic categories of the beautiful and 
the sublime to account for distinct aspects of human experience in nature. 
Edmund Burke's Philosophical Enquiry into the Origins of our Ideas of the 
Sublime and Beautiful (1757) dominated thinking on aesthetics throughout the eighteenth 
and nineteenth centuries. According to Burke, the experience of the sublime and 
beautiful is located in the human passions, particularly those passions that influence 
2
 For discussions of the ways in which Romantic aesthetic discourses on the sublime and beautiful function 
to instrumentalize and commoditize nature, see Bate (The Song of the Earth 119-52); Hutchings 
("Ecocriticism in British Romantic Studies" 179-80); and Morton (Ecology Without Nature 123-35). 
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concepts of "self-preservation and society" (Giles 81). Throughout the Enquiry, Burke 
"speaks of the sublime and the beautiful as absolutely opposed principles that inhere in 
objects" (Ferguson 41). Beautiful objects are connected with social and sexual relations 
and evoke feelings of pleasure. Contrarily, the experience of the sublime involves the 
solitary figure, invoking the more powerful experiences of terror and pain. Associated 
with power and strength, sublime scenes produce "the strongest emotions which the mind 
is capable of feeling" such as the feelings related to the experience of "pain" (Burke 82). 
Whereas the sublime is a privileged term, the beautiful — with its connotations of 
feminine "delicacy," "fragility," and "weakness" (152) — is inferior to, and dominated 
by, the violence of the masculine sublime. According to Burke's theory, "the sublime 
masters us while we are superior to the lesser power of the beautiful" (Ferguson 53). 
Burke insists upon the subjugation and inferiority of the beautiful based on power 
dynamics; the sublime is more powerful and it overshadows the beautiful. 
After Burke, the next definitive theory on aesthetics was formulated by German 
philosopher Immanuel Kant. Since Jameson was fascinated by German theory and 
literature, as is evident in her love for Goethe, one can safely assume that she was 
familiar with Kant in his pre-critical and critical stages. Conversations with Eckermann 
(1848) illuminates the fact that Goethe himself read Kant (Cassirer 61). The epitome of 
Kant's pre-critical stage is his initial discussion of aesthetics in Observations on the 
Feeling of the Beautiful and Sublime (1764). In this selection, Kant seems to be more a 
man of feeling and warmth than the dispassionate critic he becomes in his later works. 
His earlier work concerning aesthetics corresponds with his later work, however, in that it 
is not external objects and scenes that are of importance but rather the human disposition 
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to be moved by them either towards pain or pleasure (Kant 45). Ultimately, in 
Observations. Kant creates a gendered divide between the masculinized sublime and 
feminized beautiful: 
The sublime moves, the beautiful charms. The mien of a man who is undergoing 
the full feeling of the sublime is earnest, sometimes rigid and astonished. On the 
other hand the lively sensation of the beautiful proclaims itself through shining 
cheerfulness in the eyes, through smiling features, and often through audible 
mirth.... The sublime must always be great; the beautiful can be small. (48-49) 
Paralleling Burke's Enquiry. Kant presents the beautiful as less powerful than the 
sublime and the sublime as more able to affect humans in meaningful and lasting ways. 
Whereas the sublime corresponds with stereotypically masculine virtues such as mental 
earnestness, astonishment, and greatness, the beautiful is aligned with conventionally 
feminine and physical qualities such as "smiling features," "cheerfulness," and smallness. 
After his pre-critical work, Kant entered a critical stage during which he published three 
main works: the Critique of Pure Reason (1781), the Critique of Practical Reason (1788), 
and the Critique of Judgment (1790). In the Critique of Judgment. Kant polarizes the 
aesthetic categories of the sublime and beautiful according to the faculties to which they 
refer, assigning the sublime to reason and the beautiful to affection. Aesthetic discourse 
thus becomes a vehicle for mental and affective experiences. While the sublime is 
limitless and exists as a totalizing construct without form or restriction and as a symbol of 
the human psyche, the beautiful is (in apparent contradistinction) limited and dominated 
by the sublime and becomes more of an ideal than a reality. 
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The aesthetic treatises of Burke and Kant are components of the "images of 
Romantic Europe" (Fowler 148) that Jameson brought to Canada. These "images" 
influence Jameson's expectations about the natural world. However, anti-Romantic 
hardships and disillusionments broaden Jameson's view of Canada beyond mere 
idealism. She has numerous encounters with the daunting forest, harsh winter climate, 
and dangerous animals of Upper Canada, encounters that do not comfortably conform to 
Romantic concepts and aesthetic categories. At times, she depicts her surroundings as 
"bleak" and "silent" rather than as beautiful and inspiring. For example, Jameson is often 
depressed by the appearance of winter landscapes: 
When I look out upon the bleak, shrouded, changeless scene, there is something 
so awfully silent, fixed, and immutable in its aspect, that it is enough to disturb 
one's faith in the everlasting revolutions of the seasons. Green leaves and 
flowers, and streams that murmur as they flow, [...] can such things be, or do they 
exist only in poetry and paradise? (102) 
There is a tension in this passage between the sublime and the pastoral, and the sublime 
seems unfavourable. The 'voice' of nature represented by the pastoral "murmur" of the 
streams is "silent" in this passage, but it is "awfully silent." Awe is a key component of 
sublime experience. Although the sublime is one of the aesthetic categories that Jameson 
attempts to find in Canada, she is displeased by this particular setting. The unshakable 
stability of the scene overshadows its pleasantness and it becomes "bleak, shrouded," and 
"immutable," disturbing Jameson, making her question the "revolution of the seasons." 
The potentially sublime experience, void of beauty, takes hold of the observer in an 
uncomfortable, unpleasant way. Jameson resists the affects of sublimity, and nature is 
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presented as a cold, impersonal setting without inspiration. Jameson questions the poets' 
construction of natural inspiration, seeming to suggest that perhaps beauty and liveliness 
in nature "exist only in poetry." Through a direct, self-conscious recognition and 
questioning of poetic rhetoric on nature, Jameson displays her complex thought process. 
She is beginning to examine her expectations but still seems unwilling to completely 
dismiss them, wanting rather to find a path between idyllic representations and what she 
sees before her. However, for most of the winter, she continues to question her "faith" in 
patterns both natural and literary, and she feels "imprisoned by [the] relentless climate" 
(Jameson 102). 
In addition to moments when Jameson feels alienated from her surroundings, she 
often professes fear of, rather than Romantic reverence for, nature. For example, as she 
travels through the Oak Plains en route to London, Ontario, she is intimidated by the 
forest and the possibilities of what might linger within the thicket: "Immediately on the 
border of the road so called was the wild, tangled, untrodden thicket, as impervious to the 
foot as the road was impassable" (Jameson 249-50). By depicting the "wild, tangled, 
untrodden" character of the scene, Jameson presents a negative response filled with 
intimidation and discomfort. It could be argued that her fear is simply a sign of the 
stereotypical weakness of her sex. However, a more complete analysis of the narrative 
includes a historical recognition of Jameson's "careful research and astute book-making 
[...] which were documented and authenticated beyond the demands of either the critics 
or the public of her day" along with her appreciation for "the exactness and apparent 
validity of observation" (Thomas 137). Devotion to detail suggests that she wants to 
present her readers with both positive and negative representations in order to depict the 
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"truth" (Jameson 16) about life for a gentlewoman in the Canadian wilderness. It is 
because of this attempt to present a more comprehensive record of observations (Jameson 
9), including disappointments and negative experiences, that Jameson's travel narrative is 
"one of the most important nineteenth-century travel books" (Monticelli 47). 
Jameson is also honest, although at times melodramatic, about the adverse effects 
of her surroundings on her physical and mental health. During much of the Winter 
Studies section of her text, Jameson suffers from "successive fits of aguish fever" and is 
confined to the "monotonous solitude within" her home (Jameson 33). In addition to 
physical ailments, her strength to engage in epistolary correspondence with home, 
friends, and family dwindles, and she sinks into a depressive state: 
The cold is at times so intense, that the ink freezes while I write, and my fingers 
stiffen round the pen; a glass of water by my bed-side, within a few feet of the 
hearth, [...] is a solid mass of ice in the morning. [...] I lose all heart to write 
home, or to register a reflection or a feeling; — thought stagnates in my head as 
the ink in my pen — and this will never do! (Jameson 29) 
As her thoughts and actions "stagnate," Jameson becomes rather pitiful. However, her 
exclamatory resolve to overcome the elements ("this will never do!") re-establishes her as 
a determined writer and saves her from succumbing to the stereotype of an overly 
sensitive woman. She does not always find the "dignity, contented independence, and 
close alliance with nature" (Lau 100) that many of Wordsworth's poetic figures endorse. 
On the contrary, she often encounters the opposite: an extreme discomfort in nature and 
an experience of its negative influence on her mind and body. And although Jameson is 
often melodramatic in her depictions of hardships, "there can be no doubt that [her] 
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sufferings were real, behind her dramatic verbiage, given the emotional stress of her 
disintegrating marriage, her separation from Ottilie, her chilly isolation" (Fowler 152). 
Feeling isolated, Jameson faces moments when she realizes that travel is not 
always conducive to creativity and inspiration. As Beth Lau proposes, although 
Romantic writers of prose and poetry often communicated a "wanderlust" for travel and 
found "home and stasis oppressive," they also feared the "horror of exile and alienation 
from home and family" that accompanied travel (94). Travel was often associated with a 
troubling sense of "rootlessness" (92) and "displacement" (93). Feelings of 
"displacement" are obvious in passages where Jameson experiences a "regretful 
remembrance of friends who loved me, this heart-sick longing after home, and country, 
and all familiar things and dear domestic faces!" (Jameson 16). Her feelings of 
separation cause anxiety and she likens herself to "an uprooted tree, dying at the core" 
(16). Throughout the Winter Studies section, Jameson often dwells on past experiences 
in Europe, specifically her days in Germany with her friend Ottilie. She yearns for the 
familiar and despises her new setting. Her curiosity and willingness to explore are often 
stunted by depression and "regretful remembrances," and she experiences the wilderness 
in an anti-Romantic way by focusing on the past and "letting nothing new in" (Fowler 
151). 
Although Jameson often limits her contact with nature throughout the Canadian 
winter, she does make a winter journey to Niagara. At this time in history, Niagara was 
already a tourist destination, "a place of much business and resort" (Jameson 55) and 
hardly a wilderness anymore. It was already considered to be, and advertised as, "one of 
the greatest scenes of the sublime in Canada" (Stanzel 106). Although Jameson seems to 
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oppose capitalist tourism, she understates the commercialization of tourism at Niagara. 
She focuses instead on representing the Falls themselves, professing that she has long 
wished to experience the grandeur of Niagara and the awe and inspiration so often 
evoked by Romantic-era literary portraits of the Falls. In her first experience of the Falls, 
however, she confesses that reality displaces the expectation of magnificence (Stanzel 
106). Informed by her Romantic literary expectations, Jameson developed presumptions 
about natural phenomena such as Niagara Falls, which she calls the "mighty cataract, the 
dream and vision of my childhood" (19). Ultimately, however, Niagara becomes a space 
of transition between English ideals and Canadian ecological realities. As Wendy Roy 
points out, this transition is based on discontent: "In Jameson's first description of her 
sight of the falls, she contradicts the expectation she has set up, in which a sightseer will 
express the Romantic traveller's awe at viewing the falls" (Maps 28). Rita Monticelli 
argues that "the representation of Niagara Falls becomes for many travelers, especially 
Jameson, a narrative space of intertextual passage through other descriptions by other 
travelers, a passage of initiation between Europe and an unknown land" (47). It is at the 
moment when she realizes the illusory nature of Romantic idealism that Jameson seems 
to notice the tension between her expectations and the actual experience of her natural 
surroundings. She starts to recognize that the Canadian environment is unique, that it 
does not necessarily conform to European conventions. 
Like Wordsworth sometimes does in his poetry, Jameson records the 
"disappointment of a tourist's expectation" or the "anticlimax of travel" (Oerlemans 169). 
After standing before the cataracts of Niagara, she confesses her disillusionment: 
I have beheld them and shall I whisper it to you? — but, O tell it not among the 
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Philistines! — I wish I had not! I wish they were still a thing unbeheld — a thing 
to be imagined, hoped, and anticipated — something to live for: — the reality has 
displaced from my mind an illusion far more magnificent than itself— I have no 
words for my utter disappointment.... (Jameson 57) 
Jameson momentarily desires naivety when she wishes that the Falls were "still a thing 
unbeheld" and that she still lived in a world where idyllic images of nature could be 
"imagined, hoped, and anticipated." Her desired experience had given her "something to 
live for," but reality denies expectations that are usually "set too high" (Stanzel 106). 
Some of these unreachable models of nature originate in aesthetic theory. For example, 
Edmund Burke locates "the sublime in obscurity, vastness, the infinite, difficulty, 
magnificence, colour, clamour, suddenness" (Buchan 162). Perspective is very important 
for Burke; sublime objects are best beheld from below (Burke 112). Jameson seems to be 
influenced by aesthetic prescriptions when she says that her "imagination had been so 
impressed by the vast height of the Falls" that when she looks down on them, they 
become a mere "feature in the wide landscape," animated by "neither light nor shade, nor 
colour" (Jameson 59). She does not experience the narrowly defined "appropriate feeling 
when confronted with sublime or picturesque nature" (Stanzel 106), and she is therefore 
devastated, lamenting "I was quite silent — my very soul sank within me" (Jameson 59). 
Upon returning from her disappointing trip to the Falls, Jameson recognizes in 
herself a dulling of the senses: "What has come over my soul and senses? — I am no 
longer Anna — I am metamorphosed — I am translated — I am an ass's head, a clod..." 
(57). She represents herself as being dejected and transformed in a negative way. She 
blames herself for not having experienced the feeling of reverence in the face of Niagara 
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that previous authors had celebrated: "I have not the presumption to suppose that all I 
have heard and read of Niagara is false or exaggerated.... No! it must be my own fault" 
(Jameson 57). Perhaps the pressure that she feels is not due to a personal defect but is 
instead a logical realization that Romantic ideals are not wholly transferable from Europe 
to Upper Canada (Jameson 59). For Jameson at this point, idealized anticipations are 
flawed because of their insistence on a homogeneous observation common to the 
majority of travellers: "The Falls did not make on my mind the impression I had 
anticipated, perhaps for that reason, even because I had anticipated it" (63). She states 
that perhaps it is her fate to "live to be disappointed — even in the Falls of Niagara" (63). 
Jameson's realization of the faultiness of Romantic idealism as applied to actual 
landscapes encourages her to question how nature can be redefined in a Canadian 
feminist context. She recognizes that nature, specifically on the frontier of "Canada, is at 
times a force to be reckoned with, one to which the individual must bow in submission" 
(Fowler 156). When expectations are disappointed (like at Niagara) and negative 
interactions are experienced, the frame of reference that is strictly focused on Eurocentric 
ideas is challenged, and Jameson tries to establish a "love [for] the wilderness" that 
resists the restrictions of narrowly defined aesthetic categories (Fowler 171). 
Contemplation regarding the applicability of Romantic aesthetics to the Canadian 
natural environment encourages Jameson to challenge the "green Romantic" view of 
nature and the gender imbalance of travel writing. Holland and Huggan explain the 
concept of gender imbalance in travel writing thus: 
Travel and travel writing are saturated with mythology, but more often than not 
the myths they invoke are predominantly male. [...] The rhetoric of travel is shot 
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through with metaphors that reinforce the male prerogatives to wander [...] as 
they please. 'Travel' itself— a currently fashionable metaphor for the slippage or 
displacement of cultural knowledge — is usually defined by men according to the 
dictates of their experience. ( I l l ) 
According to this passage, male authors have the opportunity to shape ideas and 
expectations related to travel and nature for both men and women. They try to create 
categories such as the sublime and beautiful which prescribe appropriate responses to 
specific scenes. As Alan Richardson suggests, literary and theoretical conventions of 
travel literature are "themselves implicated in patriarchal ideology" (13). Specifically, 
the terms of human interaction with nature have been critiqued for supporting the 
hierarchical dualisms of "mind-body, reason-nature, reason-emotion, masculine-
feminine" (Plumwood, "Nature, Self, and Gender" 156). 
Although male Romantic poets such as Wordsworth seemed to privilege emotion 
and nature (over scientific rationalism and city life), terms traditionally coded as 
feminine, aesthetic theories that privilege the masculine sublime seem to remain intact: 
"The beautiful is loved for its smallness, softness, delicacy; the sublime for its vastness 
and overwhelming power. Feminist critics have shown that the qualities associated with 
the sublime and beautiful are gendered, and concluded, perhaps with less justice, that 'the 
sublime moment is peculiarly male'" (Garrard 64). Although Garrard and some 
ecocritical scholars are wary of defining the experience of the sublime as primarily 
gendered (65), other scholars suggest that the sublime and beautiful are "categories of 
identity (the masculine and the feminine)" (Zerilli 66). In the aesthetic treatises of Kant 
and Burke, images of masculine dominance, violence, and superiority and feminine 
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weakness, gentleness, and inferiority are present in "the distinction between the beautiful 
and the sublime" and can be interpreted as "that [difference] between man and woman" 
(Eagleton 55). This is a subject that is of interest for modern-day ecofeminist scholars 
who suggest that the oppression of the female, as represented by the superiority of natural 
scenes deemed aesthetically masculine, is part of a system of "normative dualistic 
thinking that justifies dominating practices and strategies" (Wilson 377). Ecofeminism 
"critiques normative dualisms that sanction domination by privileging one binary term 
over the opposing one" (374). Feminist and environmental scholars alike have argued 
that dualisms are at the heart of dominating practices that support patriarchal ideology; 
for instance, men are judged as superior and become "masters" of women and nonhuman 
beings (Wenz 190). Scholars such as Terry Eagleton suggest that the specific dualism 
established in the discourse of Romantic aesthetics is between the privileged masculine 
sublime and the subordinated feminine beautiful (55). 
Although she anticipates the thinking of modern scholars and theorists, Jameson's 
response to the gendered qualities of aesthetics is also a product of her time: "With the 
onset of modern times, in the second half of the eighteenth century," "the polarization of 
the sublime and beautiful" became "an important subject of philosophical discussion" 
(Klinger 193). Kant and Burke both wrote during this time of increasing philosophical 
interest on the subject of aesthetics, and their categories are clearly polarized on a 
gendered basis. Even the picturesque, which seems to unite qualities of the two 
aesthetics, actually juxtaposes them rather than combining them in one object. In the 
treatises of Kant and Burke, "the gender difference is expressed in aesthetic terms, and 
vice versa: gender difference is inscribed in aesthetic categories" (Klinger 194). For 
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example, in his Enquiry, Burke makes clear the "remarkable contrast" between the 
sublime and beautiful (Zerilli 64): 
Sublime objects are vast in their dimensions, beautiful ones comparatively small; 
beauty should be smooth, and polished; the great, rugged and negligent; [...] 
beauty should not be obscure; the great ought to be solid, and even massive. 
They are indeed ideas of a very different nature, one [the sublime] being founded 
on pain, the other [the beautiful] on pleasure; and however they may vary 
afterwards from the direct nature of their causes, yet these causes keep up an 
eternal distinction between them.... (Burke 161; my emphasis) 
Note Burke's substitution of the term "the great" for the sublime. This substitution itself, 
which is common throughout the Enquiry, suggests a hierarchical privileging of the 
sublime, in all its greatness, over the beautiful. And if the sublime is associated with 
masculine qualities of "vastness," "solidness," and "ruggedness," then the masculine is 
ranked higher than the "smallness" of the beautiful or feminine. Moreover, the 
connection of the sublime with pain heightens it above the feminine, which is associated 
with pleasure; as Burke argues, "ideas of pain are much more powerful than those which 
enter on the part of pleasure" (82). In his view, therefore, beauty and femininity are 
inferior to the masculine sublime not only in quality and character, but also in their affect 
on the human subject. The submissiveness associated with the beautiful reflects the idea 
that sublime landscapes are superior to scenes of beauty. However, it is obvious that the 
conventions of beauty and sublimity are constructs; they are socially developed ideas that 
need "constant cultural work" to maintain their distinctiveness from each other (Zerilli 
65). This is evident in the prescriptive mode of language that Burke employs: "beauty 
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should be smooth," the sublime "ought to be solid" and so forth. So although Burke 
presents the distinctions between the aesthetic categories and ideas of masculinity and 
femininity as "eternal (and thus as natural)," they are in fact contrived by society and 
"maintained through cultural representations" (Zerilli 65), which include the Burkean and 
Kantian representations of irreconcilable sexual difference. 
Jameson recognizes that the greatness of the sublime and the smallness of the 
beautiful are constructs. She recognizes the violence of the sublime in its "fury" and 
"tumult": "the storm burst forth in all its might, the lightening wrapped the whole 
horizon round in sheets of flame, the thunder rolled over the forest" (Jameson 171). The 
storm, as a manifestation of sublimity in this passage, is a huge, ominous force that 
encompasses "the whole horizon" with its "might." Emphases are on the storm's 
presence, forcefulness, and power: it is loud and intimidating, instilling feelings of fear. 
In contrast, the beautiful is represented as fair, gentle, and small: "After dinner we 
pursued our course through an archipelago of islets, out of the blue waves, and fringed 
with white water-lilies; — Little fairy Edens, of such endless variety in form and colour, 
and of such wondrous and fantastic beauty" (529-530). The beautiful scene is filled with 
the innocence implied by "whiteness" and with child-like wonderment and fantasy. The 
emphasis on smallness — diminutive "islets" and "Little fairy Edens" — suggests the 
inferior status of the beautiful in aesthetic theory. Passages like these — in which 
Jameson seems to follow the prescriptions of aesthetic theorists, including the gendered 
representation of nature in terms of either the masculine sublime or the feminine beautiful 
— suggest that she has been enculturated into this categorization. However, by 
demonstrating her familiarity with the categories, she displays her educated 
understanding of the theory of her time. 
Not only is Jameson schooled in the aesthetics of her period, she is clearly aware 
of the contemporary state of sexual politics. The subordination of femininity in 
contemporary literature can be interpreted as a reflection of the social hierarchy between 
the sexes that existed within Western culture. Modern aesthetic theorists assert that the 
"gendered binary opposition" of masculine and feminine in aesthetic theory is "not 
simply a manifestation of [...] individual psyches, but characteristic of the discourse of 
the [Romantic] period" (Furniss 5). Aware of the cultural expectations that literary 
theory mirrors, Jameson recounts a discussion that she engages in with a man from 
London who is searching for a wife possessing all of the charms of his expectations while 
also having the ability to survive on the Canadian frontier. The gentleman states, "I 
could not love a woman who was inferior to all my preconceived notions of femininity 
elegance and refinement — inferior to my own mother and sisters. [...] I have a vision of 
a beautiful creature, with the figure of a sylph and the head of a sibyl, bending over her 
harp and singing" (Jameson 256-257). This rather ridiculous expectation of femininity as 
meek and elegant is endorsed in the aesthetic of the beautiful. In addition, it may 
represent the constructions of love and womanhood that are created in Romantic poetry, 
which "often conveys the wistful longing of a man for an idealized woman" (Heller 221). 
Jameson responds politely to the man, showing that she is herself concerned to maintain 
social decorum, but she nevertheless writes her opinion concerning the ridiculous idyllic 
weakness expected in a woman: 
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A woman blessed with good health, a cheerful spirit, larger sympathies, larger 
capabilities of reflection and action, some knowledge of herself, her own nature, 
and the common lot of humanity [...] such a woman would be as happy in Canada 
as anywhere in the world. A weak, frivolous, half-educated, or ill-educated 
woman may be as miserable in the heart of London as in the heart of the forest. 
But there [in London] her deficiencies are not so injurious, and are supplied to 
herself and others by the circumstances and advantages around her. (259) 
Here Jameson laments the lot of women who try to uphold the gendered social 
expectations reflected in the ideals of beauty and femininity expressed in the writings of 
Burke, Kant, and some of the Romantic poets. "Weak" women are doomed to be 
"miserable" in all locations; the social environment of London not only engenders these 
"deficiencies" but actually encourages them. It is in progressive education, "action," and 
"knowledge" regarding oneself and humanity that a woman can be "happy." Clearly, 
Jameson is saying something profound and subversive in this passage. At a time when 
femininity was "defined and repressed in the discourse which [supported] bourgeois 
capitalist [...] patriarchal values" (Furniss 41), Jameson's suggestion that women should 
be healthy, physically strong, educated, strong-willed, independent, and goal-oriented 
beyond just "getting married" (259) is undoubtedly radical. She insists upon an alteration 
of the identity of women in the Western world and a recognition that women should 
participate in many of the same activities as men, including the pursuit of knowledge, 
education, and freedom to reflect. According to Jameson, women should have the same 
opportunities for intellectual growth as men do, because all humans are "living germs 
planted by an almighty hand" (260). 
Jameson had a vested interest in the topic of contemporary sexual politics and, 
like other female authors of her time, she uses the journal form of "travel writing to cut 
across gender conventions" (Holland and Huggan 112) and to "deconstruct the expected 
[male-oriented] experience of the Romantic in nature" (Buss, "Anna Jameson's Winter 
Studies and Summer Rambles" 51). Not only does she overtly discuss what she sees as 
the "artificial" and unnatural use of women as "ornaments for the jardiniere in your 
drawing room" (Jameson 259,260), but she also deconstructs the gender hierarchy 
informing the aesthetic theories of the sublime and beautiful which reflect larger social 
constructions of gender. This act of deconstruction fits the "Canadian feminist-
picaresque," a genre of writing that is "aimed at exposing not social divisions but male-
female ones, not racial peculiarities but socially-determined ones of gender" (Fowler 
160). Although Jameson does find many natural scenes that seem to fit pre-existing, 
gendered theories, she ultimately breaks down rigidly defined aesthetic categories and 
formulates a more complex and sophisticated hybrid aesthetic where the masculine 
sublime and feminine beautiful meet together to form what she calls the "wildly, 
magnificently beautiful" (204). The creation of a novel aesthetic category challenges the 
criticism that "literary travellers like Jameson were incapable of recognizing anything 
really new because their frames of reference were so narrow that novelty itself was 
contained" (Glickman 19). Although Jameson uses pre-defined Eurocentric and 
androcentric concepts of beauty and wilderness incorporating culturally specific value 
judgments, she reshapes them into a new, subversive combination. 
Jameson's new theoretical approach is "governed by two concerns: a 
communicative concern with conveying the truth 'to the mind of another,' and an 
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epistemological concern with the best way of 'coming at the truth'" (Friewald 67). To 
portray her observations and experiences as accurately as possible to her readership back 
home, Jameson must realize that theoretical categories provide pre-formed ways of 
constructing meaning and steering the observer toward a pre-defined experience rather 
than an actual interaction. Her new aesthetic combination allows her to "credit individual 
experience" within the unique Upper Canadian wilderness (Buss, "Ann Jameson's Winter 
Studies and Summer Rambles 58). 
Jameson's novel approach to aesthetics involves a conjoining of the awfulness of 
the sublime and the pleasantness of the beautiful. In her view, sensations caused by 
magnificent scenes are inadequately described by one category or the other alone. 
Therefore, there must be a merging of aesthetic categories to fully realize the potential of 
language and literature to capture the complexity of the human response to pictures of 
environmental grandeur. Endorsing an early "attachment to active expressions of 
women" (Strong-Boag and Gerson 85) that can be seen in the writings of other prominent 
female writers like E. Pauline Johnson, Jameson's innovative feminist aesthetic combines 
the sublime and beautiful into a single aesthetic category, thereby elevating the beautiful 
and escaping the violence often associated with the masculine sublime, transforming 
them both in the process. Her subsequent depictions of Niagara are more enthusiastic 
than her initial disappointing response partly because she approaches the Falls from a 
different perspective, but also because of her unique strategy. Consider her description of 
the interplay of two aesthetic experiences: 
[G]azing on the rapids, they left me in my fancy two impressions which seldom 
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meet together — that of the sublime and terrible, and that of the elegant and 
graceful — like a tiger at play.... Huge mounds of water, smooth, transparent, and 
gleaming like the emerald, or rather like the more delicate hue of chrysopaz, rise 
up and bound over some unseen impediment, then break into silver foam, which 
leaps into the air in the most graceful fantastic forms; and so it rushes on, 
whirling, boiling, dancing, sparkling along, with a playful impatience, rather than 
overwhelming fury, rejoicing as if escaped from bondage, rather than raging in 
angry might — wildly, magnificently beautiful! (Jameson 204) 
Notice in this passage that Jameson recognizes that the "terrible" sublime and the 
"graceful" beautiful "seldom meet together." However, she does not agree with Burke's 
theory that they are "polar" opposites and cannot be united (Klinger 193). Instead, she 
brings them together in the simile of "a tiger at play," implying a synthesis of power in 
the image of the tiger and childlike freedom in the action of "play." Jameson challenges 
what Val Plumwood refers to as the patriarchal creation of an "inferior" formulation of 
femininity which encourages the oppression of women ("Androcentrism and 
Anthropocentrism" 337). When the beautiful and sublime are permitted to exist in one 
scene without the violent "bondage" of the traditionally masculine sublime being allowed 
to overcome and efface the conventionally feminine beautiful, the result is "fantastic" and 
full of life. Jameson anticipates the ecofeminist "exposure of masculinism" (327) which 
deconstructs gender roles that perpetuate masculine superiority. In her aesthetic 
formulation, there is an absence of the "overwhelming fury" and "angry might" that 
usually accompany depictions of the dominating sublime. The feminine beautiful 
escapes the oppression of the sublime, and Jameson is "overset" by the rapids where 
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"beauty and terror, and power and joy, were blended" (205). Through the conjunction of 
the two aesthetic categories Jameson opposes the traditional role of the sublime as the 
representation of masculine "domination, control, manipulation" within "hegemonic 
Western ideologies" (Glazebrook 89), thus anticipating the ecofeminist criticism of a 
Western "patriarchal logic [and language] of domination" (97) and challenging pre-
existing dualistic modes of thought. 
Jameson reshapes aesthetic conventions to support her argument that women need 
to overcome traditional definitions of weakness and subordination. According to Helen 
M. Buss, Jameson has "the ability to shift the terms of representation to [fit] her own 
autobiographical needs [including her feminist project], to undercut old identities and 
build new ones, to inscribe her own desire by using the discourses of the patriarchy, 
brilliantly and subversively, against the grain of their own habitual functions" (Mapping 
Ourselves 95). Jameson "undercuts old" aesthetic categories by rearranging them and 
combining conventionally opposed elements of masculinity and femininity. The "new" 
identity is that of a hybrid aesthetic that uses the androcentric discourse of the sublime 
and beautiful to reveal gendered tensions and to challenge the "habitual" gendered 
hierarchy informing contemporary aesthetic theory. 
Jameson's new approach to nature suggests a sort of cooperation between the 
sublime and beautiful, thereby presenting her with an opportunity to be simultaneously 
awed and delighted by her natural surroundings. This act of re-contextualization is a 
necessary accomplishment "if she is to reconcile the vast natural world of Canada that 
surrounds her with her idealism" (Buss, "Anna Jameson's Winter Studies and Summer 
Rambles" 46). In Jameson's new hybrid conjoining of the masculine and feminine and 
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the sublime and beautiful, there is no theoretical violence or forced submission. At times, 
the beautiful makes such an impression on the observer that it is experienced as a deep 
and intense "feeling," something that is traditionally reserved for the sublime. Consider 
the following passage concerning the immense beauty of Niagara Falls: 
The feeling of their beauty has become with me a deeper feeling than that of their 
sublimity. What a scene this evening! [...] so gorgeous, so vivid, and yet so 
ethereally delicate, and apparently within a few feet of the eye; the vapours rising 
into the blue heavens at least four hundred feet, three times the height of the Falls, 
[...] The effect, too, was so grandly uniform in its eternal sound and movement, it 
was quite different from that of those wild, impatient, tumultuous rapids. 
(Jameson 211-212) 
The masculine sublime loses its coercive force as the beauty of the "vapours" rise above 
the "wild, impatient" Falls, as if dramatizing their superiority. The beautiful is "vivid" in 
strength and "ethereally delicate." Traditionally masculine qualities of vast height (the 
beauty of the vapours rises up "three times the height of the Falls") and "deeper feelings" 
are connected with the beautiful. The overturning of the traditional understanding of the 
two aesthetic categories leaves Jameson in a state of awe. This inversion of the sublime-
beautiful hierarchy is more powerful, "grandly uniform," and "eternal" (212) than each 
aesthetic experience on its own, sending Jameson into rhapsodic expression: ".. .while I 
was looking on these rapids, beauty and terror, and power and joy, were blended, and so 
thoroughly, that even while I trembled and admired, I could have burst into a wild laugh, 
and joined the dancing billows in their glorious, fearful mirth..." (205). Like 
Wordsworth wanting to dance with the daffodils (24) in the poem "I Wandered Lonely as 
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a Cloud," Jameson finds a feeling of companionship in the natural environment; she 
wants to join the "dancing billows" of the rapids. 
At this juncture of the text, Jameson is awakened to a sensual awareness: "[I]n 
spite of the deep-voiced continuous thunder of the cataract there was such a stillness that 
I could hear my own heart's pulse throb — or did I mistake feeling for hearing?" (203). 
Buss conjectures, "This conflating of the senses, of feeling Niagara inside her, is the 
beginning of a fuller experience in Canada" ("Anna Jameson's Winter Studies and 
Summer Rambles" 49). Jameson experiences Canada in a way that she did not when she 
first encountered Niagara and tried to approximate the experiences of others. Taking a 
new approach that challenges pre-defined categories of experience, she gains the ability 
to appreciate the uniqueness of the Upper Canadian environment. The deconstruction of 
aesthetic binary oppositions situates Jameson as a proto-ecofeminist thinker: the value 
hierarchies that she challenges "consist of opposed pairs of values and interests, 
corresponding to the gender division itself (Hay 73). Jameson combines stereotypically 
feminine passions with traditionally masculine attributes of freedom and anger. 
When Jameson challenges gendered stereotypes, femininity becomes a source of 
power. Recounting her visit to the rapids of St. Mary for example, she likens the waters 
to a female figure embracing the freedom to express evolving and changing emotions: 
as they come fretting and fuming down, curling up their light foam, and wreathing 
their glancing billows round the opposing rocks, with a sort of passionate self-
will, they remind me of an exquisitely beautiful woman in a fit of rage, [...] — 
there is no terror in their anger, only the sense of excitement and loveliness; when 
it has spent this sudden, transient fit of impatience, the beautiful river resumes its 
placid dignity.... (Jameson 448) 
In this passage, feminine values of "beauty" and "loveliness" are combined with the 
traditionally masculinist prerogative of "self-will." By assigning a sense of free-will and 
sovereign subjectivity to the beautiful and, implicitly, to the identity of women, Jameson 
makes an argument against the political and linguistic dismissal of women from the 
public realm of men who are defined by their freedom and independence (Zerilli 5). By 
invoking the characteristic of "free-will," Jameson includes the language of political 
identity and human rights in her image of femininity. Thus, she avoids what modern-day 
feminist theorist Janet Biehl critiques as a "regressive" alignment of women and nature 
that can be found in some current ecofeminist literature that perpetuates essentialism and 
excludes women from "legacies of democracy, of reason" (1-2). Jameson's woman 
figure is both feminine like a traditional female and strong like a conventional male; she 
is simultaneously "exquisitely beautiful" and sublimely angry, combining the 
"placidness" of the beautiful and the wrath of the sublime. But the result of the 
combining effort is not just a middle way; it is a new kind of experience, a "fit of rage" 
without "terror" in its anger and the power of the sublime without intimidation and fear. 
Jameson crosses beyond the traditional identification of nature as either a "nurturing 
mother" or a form of "wild, uncontrollable nature that could render violence, storms, 
droughts, and general chaos. Both were identified with the female sex" (Merchant 2). 
Although it is like a woman in a "fit of rage," Jameson's image is not one of 
destructiveness. There is nothing to suggest it is out of control. Instead, the female 
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figure is controlled by her own "free-will" and has the ability to revert back to calm 
repose and "placid dignity." 
In the above-quoted passage about the rapids of St. Mary, the feminine beautiful 
has seemingly tamed the violence of the masculine sublime without lessening its strength 
of effect; the observer feels "a sense of excitement." In a later passage, the response to 
beauty involves a sense of being "overpowered" "by such an intense feeling of the 
beautiful" (Jameson 527); this sensation is a reaction usually reserved for the imposing 
sublime. Emphasizing her challenge to traditional aesthetics, Jameson uses italics to 
indicate in no uncertain terms that she is being "overpowered" by "the beautiful." Beauty 
and female identity are endowed with importance, prominence, and power in the passages 
that explore Jameson's new hybrid aesthetic. Jameson's representation of femininity as 
complex and strong anticipates modern-day ecofeminist thought, which, according to 
ecofeminist pioneer Carolyn Merchant, is concerned to promote "an egalitarian 
perspective. Women are struggling to free themselves from cultural and economic 
constraints that have kept them subordinate to men..." (xix). So, although Jameson was 
responding to philosophical debates of her time regarding the language of aesthetics, she 
anticipated the modern movement of ecofeminism in the connections she makes between 
the domination of nature and the oppression of women. Jameson proves not simply to be 
responding to the contemporary status quo or to be anticipating progressive ideas on the 
subject of gender relations. Rather, she is doing both, thereby establishing herself as a 
complex thinker devoted to providing her readers with the "result of what [she] had seen, 
and the reflections and comparisons excited by so much novel experience" (Jameson 9). 
Jameson presents her readers with depictions of natural scenes that both fit and challenge 
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her Romantic expectations; she revises the categories of representation that have 
informed her European education, and she responds with care and concern to the sexual 
politics of her time. 
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Conclusion: An Ethic of Equality 
The simplest weed that grows in my path, or the fly that flutters about me, are 
subjects for reflection, admiration, and delight. 
(Catharine Parr Traill, The Backwoods of Canada 23) 
As I have argued throughout this thesis, Anna Jameson's Winter Studies and Summer 
Rambles in Canada is a proto-ecocritical narrative that responds to and questions 
established European Enlightenment and Romantic ideas about human-nature 
interactions. Attempting to challenge species-based and gendered hierarchies, Jameson 
encourages an ethical caring for humans and nonhumans based on their value as 
interdependent entities inhabiting a larger ecosystem. Rather than arguing, like many of 
the Enlightenment scientists, that humans are in an anthropocentric position of mastery 
over nonhuman beings and must exercise control over the realm of nature, Jameson 
displays concern for people (regardless of gender), animals, and plants, endorsing the 
idea that value lies in all living things and possibly in life itself. Her philosophical 
approach to environmental ethics mirrors the modern-day environmental philosophy of 
"respect for nature" (Taylor 248). Arguing that all living things deserve moral 
consideration and rejecting claims to human superiority, this life-centred or biocentric 
approach suggests that "humans are members of the Earth's Community of Life in the 
same sense and on the same terms in which other living things are members of that 
Community"; therefore, "humans are not inherently superior to other living things" 
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(Taylor 249). Emphasizing the link between Romanticism and modern environmental 
ethics, Jameson approaches the natural environment as an integral element in human life. 
Although she desires to experience a Romantic sense of harmony with nature, 
Jameson challenges some aspects of Romantic idealism. For instance, she reveals 
tensions between the positive and negative aspects of solitude: "the silence ... the 
solitude in which we proceeded mile after mile, no human being, no human dwelling 
within sight, — are all either exciting to the fancy, or oppressive to the spirits ..." 
(Jameson 237). According to this statement, solitude can be either "exciting" or 
"oppressive." Jameson's representation of aloneness is multi-faceted, recognizing 
beneficial and harmful possibilities. Challenging "the bliss of solitude" ("I wandered 
Lonely as a Cloud" 22), a Wordsworthian convention and a cornerstone of the Romantic 
endorsement of an imagined peaceful, unmediated experience of the natural environment, 
Jameson depicts herself as a writer who does more than invest in the contemporary status 
quo. 
Continuing her engagement with and challenging of contemporary beliefs, 
Jameson reveals the strain between conservationism and progressivism. In the following 
passage written about Bear Hill, she seems uncomfortable with progress while at the 
same time defending it: 
[W]hen the wolf, and bear, and deer are driven from their native coverts, and all 
this infinitude of animal and vegetable being has made way for restless, erring, 
suffering humanity, — will it then be better? Better — I know not; but surely it 
will be well and right in His eyes ... For myself and you too, my friend, we are 
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those who believe and hope; who behold in progressive civilisation progressive 
happiness, progressive approximation to nature.... (268) 
Making a value judgment, signaled by the word "better," Jameson uses Godliness to 
defend "progressive" projects which drive animals "from their native coverts" and disturb 
the "infinitude of animal and vegetable being," seeming to oppose the harmony of 
Romantic idealism. However, she criticizes those who interfere with the environment as 
exemplifications of "restless, erring, suffering humanity." This is an example of 
Jameson's attempts to navigate between acceptable use and unacceptable exploitation of 
the natural environment, to find a "progressive approximation to nature," and to envision 
a future world in which environmental diversity is celebrated. She continues in the 
above-quoted passage to admire the ways in which the "richly wooded" plain blends with 
the "cultivated farms" (Jameson 268). Rather than suggesting that humans should not 
alter nature, Jameson encourages a balanced give-and-take relationship between humans 
and their environment. In this way, she is inspired by Romantics like Wordsworth and 
Coleridge to live in cooperation with nature. Consider the following quotation from the 
Winter Studies section of the narrative when Jameson is enraptured by Lake Ontario in 
springtime: 
Sat at the window drawing, or rather not drawing, but with a pencil in my hand. 
This beautiful Lake Ontario! — my lake — for I begin to be in love with it, .... 
magnificent, tumultuous clouds came rolling round the horizon; and the little 
graceful schooners, falling into every beautiful attitude, and catching every 
variety of light and shade, came curtseying into the bay: and flights of wild 
geese, and great black loons, were skimming, diving, sporting over the bosom of 
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the lake; and beautiful little unknown birds, in gorgeous plumage of crimson and 
black, were fluttering about the garden: all life, and light, and beauty were abroad 
— the resurrection of Nature! How beautiful it was! How dearly welcome to my 
senses — to my heart.... (163) 
All beings in this passage — Jameson, the humans aboard the schooners, the wild geese, 
and the black loons — enjoy the safety of "the bosom of the lake" under the "magnificent, 
tumultuous clouds" that, although they seem to have the potential to be threatening, roll 
"round the horizon" in a seemingly cyclic, non-threatening way. Alongside the 
"skimming, diving, sporting" geese and loons, the "graceful schooners" come "curtseying 
into the bay" signifying a respectful entrance into the waterscape. The lakeshore blurs 
together with the garden as the "beautiful little unknown birds" flutter about. Combining 
"all life, and light, and beauty," Jameson presents a cooperative community. All aspects 
of the scene, the rolling clouds, the wild geese, the black loons, and Jameson with her 
pencil in hand, peacefully coexist as important members of nature's economy. 
Advocating a Romantic system of interdependence, Jameson challenges the 
exclusion of nonhuman beings from the moral sphere generally reserved for humanity. 
She strongly opposes the view of animal life as insignificant and unworthy of respect. 
While traveling by canoe on the Ottawa River, for example, she is disgusted by the 
French voyageurs' lack of concern and respect for a small otter: 
We dashed up among the reeds, we chased the [otter] up and down, and at last to 
a hole under a rock; the voyageurs beat the reeds with their paddles ... in pursuit 
of a wretched little creature, whose death could serve no purpose. It dived but 
rose a few yards farther, and was seen making for the land; a shot was fired, it 
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sprang from the water; another, and it floated dead; — thus we repaid the beauty, 
and enjoyment, and lavish loveliness spread around us, with pain and with 
destruction. (Jameson 530) 
This passage evokes emotional concern for the "wretched little creature" who is no match 
for the deadly rifles of the voyageurs. The men kill the otter for mere pleasure as its 
death serves "no purpose." A passive participant in this experience, Jameson does not 
have the opportunity to stop the canoe. Disgusted and filled with pity for the animal, she 
rails against the "pain" and "destruction" imposed on the "beauty" and "loveliness" of the 
natural environment. Opposing the pointless death of the creature, Jameson challenges 
the view that nature is merely a resource to be used, and often abused, by humans. 
Insisting that nonhuman creatures should be protected from exploitation and inhumane 
treatment, she logically asserts not that animals and plants have feelings and rationality in 
the same way as humans, but that the denial of feeling to nonhumans should at least be 
questioned. Jameson suggests that humans should care for and guard the wellbeing of 
certain animal and vegetable species. By endorsing an ethic of care for human and 
nonhuman beings alike, Jameson creates a rational, philosophical, yet sentimental 
approach to nature, her faithful friend, her "old acquaintance" (Jameson 300). 
In her consideration of the injustices of hierarchical modes of thought, Jameson 
critiques the gendered categories of aesthetic theory and the assumed superiority of 
masculinity over femininity. She breaks the "bondage" of the feminine beautiful and 
overcomes the "angry might" of the masculine sublime, creating an innovative hybrid 
aesthetic, the "wildly, magnificently beautiful" (204). Jameson extends her critique of 
aesthetic theory, as formulated by Burke and Kant, to a discussion of the gendered 
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politics of her time. Revealing the connection between theoretical ideologies and social 
expectations of women, Jameson opposes the "cherished physical delicacy" and 
"weakness of temperament" "essential to feminine grace and refinement" (Jameson 258). 
Like the fragility of the beautiful aesthetic, English women are expected to be subservient 
to the "pride of man" (258). Often making the connection between "the [inferior] 
position of a fretful, frivolous woman" (248) and the misuse of nature distinct and 
dramatic, Jameson powerfully opposes the maltreatment of women and nonhuman beings 
in patriarchal culture. For example, she parallels the destruction of a tree with the act of 
breaking a woman's heart: 
There are two principal methods of killing trees in this country [Canada], besides 
the quick, unfailing destruction of the axe; the first by setting fire to them [...] 
There remains a visible fragment of a charred and blackened stump, deformed and 
painful to look upon: the other method is slower, but even more effectual; a deep 
gash is cut through the bark into the stem, quite round the bole of the tree. This 
prevents the circulation of the vital juices, and by degrees the tree droops and 
dies. [...] Is not this like the two ways in which a woman's heart may be killed in 
this world of ours — by passion and by sorrow? (Jameson 64-65) 
Jameson's response to the "killing" of trees in Canada is highly emotional and sorrowful. 
The stumps of dead trees are "deformed and painful to look upon." The axe is presented 
as a tool of "destruction," and the cutting of a gash into the stem of a tree (a practice 
called girdling) is depicted as a slow "method" of torture. Both methods make the male 
land-clearer, the "killer," appear harsh and unfeeling. Suggesting that women and trees 
are similarly destroyed by men, Jameson critiques patriarchal hierarchies which lead to 
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ideas that men, as subjects, have the "right" to objectify women and nature. Aligning the 
oppression and control of women with the masculinist domination of nature, Jameson 
foreshadows the arguments of modern-day ecofeminists who reject anthropocentric and 
androcentric ideologies about human interaction with the natural environment. 
Jameson's travel narrative responds to Enlightenment and Romantic concepts; as 
well, she foreshadows environmentalist and eco feminist concerns of today. 
Acknowledging Wordsworth's rhetorical attempt to overcome dualities, Jameson tries to 
put this rhetoric into practice, advocating an ethic of care for nonhumans and suggesting 
an ethic of equality between men and women. Ultimately, Jameson reveals and 
challenges hierarchical arrangements that privilege humans over nonhumans and male 
over female. In a modern world with a rapidly deteriorating natural environment and 
observable prejudices based on gender, there is significant evidence that human decisions 
are often made without adequate attention to an ethic of equality based on individual 
value. As a proto-ecological writer, Jameson questions attitudes of superiority based on 
species and gender, a challenge that remains important in present-day environmental 
ethics and sexual politics. 
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